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FOREWORD 


This is a boo\ for anyone — with musical training or 
without it — who is interested in listening to music ; and 
the musically untrained reader should not be frightened 
by the passages of music that he will see in it. For it is 
a boo\ intended to be read AS HE LISTENS — with 
words to illuminate what he hears, measurements to tell 
him where on phonograph records he can hear what the 
words refer to, and passages in musical notation to help 
his mind grasp details by having his eye follow as his ear 
listens. 

Some of the wor\s are presented in great detail — after 
which other wor\s require and are given less detailed 
treatment. 
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“But this much I do affirm, and shall be ready to Prove, 
by Demonstration, (to any Person Intelligible) That 
Musick is as a Language, and has Its Significations, as 
Words have, (if not more strongly) only most people 
do not understand that Language, (perfectly) 

Thomas Mace: “ Mustek's Monument; 
or a Remembrancer of the Best Practical 
Music f;, both Divine and Civil, that has 
ever been known to have been in the 
World” (1676). 
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Y OU reach home, let us say, with expectations of a quiet 
dinner, of slippers, easy chair, a much read copy of Hamlet 
to take your mind far from the wearying details and arguments 
and vexations of the long day at the office. And you learn with 
dismay that this is the night of the third concert of the city’s 
major series, that your wife is going, and you are going with her. 

“Schmbel is playing! ” — and it is evident that your eyes should 
light up in anticipation; but instead you groan in recollection. 
Later, after a hurried change of clothes, a rushed dinner, seated 
uncomfortably beside your wife in the concert hall while a gray- 
haired man plays something called Sonata in B flat major by Schu- 
bert, you think, as you fold and unfold your program: “It seems 
to mean a lot to Schnabel, and I suppose it means something to all 
these other people; but it doesn’t make sense to me.” But by the 
time Schnabel is playing Beethoven’s Sonata Opus 111 your bore- 
dom has given way to irritation; and savagely throwing away the 
shreds of your program you think: “I’ll bet it doesn’t mean any 
more to the others or to the old boy on the stage than it means 
to me. It doesn't make sense; and they’re only pretending it does.” 

Some of them may be pretending; but the music Schnabel is 
playing does make sense —to him, and to others; it makes as much 
sense, and the same kind of sense, as HaTtilet makes to you. You 
don’t see that; but you will, I think, if we consider what Hamlet 
is and what it does. 

To begin with, Hamlet is an example of the employment, on a 
very large scale, of an artistic medium. The nature of this employ- 
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ment we may see more easily in a small-scale example — one of 
the Sonnets: 

Full many a glorious morning have I seen 
Flatter the mountain-tops with sovereign eye, 

Kissing with golden face the meadows green. 

Gilding pale streams with heavenly alchymy; 

Anon permit the basest clouds to ride 
With ugly rack on his celestial face, 

And from the forlorn world his visage hide, 

Stealing unseen to west with this disgrace: 

Even so my sun one early morn did shine, 

With all-triumphant splendour on my brow; 

But, out! alack! he was but one hour mine, 

The region cloud hath mask’d him from me now. 

Yet him for this my love no whit disdaineth; 

Suns of the world may stain when heaven’s sun staineth. 

Other men have had thoughts and emotions about the love they 
have possessed and lost; what they have not done is to elaborate 
these thoughts and emotions into the complex form of words, rich 
in rhythmed sound, in images, in overtones of sense and feeling, 
in which Shakespeare makes his thoughts and emotions on the 
subject articulate. The articulateness in words in metrical pat- 
terns is common enough: it produces huge quantities of worthless 
poetry by children, adolescents, adults. In Shakespeare’s sonnet, 
however, the quality of the mere articulateness in the medium is 
itself uncommon; and its complexities and splendors represent in 
addition the workings of an uncommonly complex and rich mind 
and personality. Involved, that is, with the articulateness, operat- 
ing through it, crystallized in the completed poem, are Shake- 
speare’s personal resources — what he is in character, mind, feeling, 
what he has lived through, what his experience has done to him, 
what insights it has given him. This is true even of the sonnet; and 
it is true more obviously, more richly, more excitingly, of Hamlet. 

If you are moved, excited, exalted by Hamlet , if for a time af- 
terwards the real world appears to you wonderfully changed, that 
is because for several hours you have been looking through Shake- 
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speare’s eyes at an imagined world created between the covers of 
a book or on the stage of a theater — a world in which the natures 
of the human beings who inhabit it, the situations in which they 
are placed, the things they do and say all express significances 
which life has come to have for this man with perceptions and 
insights that you and I do not possess. If Hamlet leaves you with 
an impression of greatness, that impression is one of the greatness 
of mind and spirit which Shakespeare reveals in his play. And if 
the insights of that mind and spirit impress you as much as they 
do, that is because of the richness of the poetic form in which 
they are embodied and presented to you. 

Which brings us to this important fact: that if you are affected 
by Hamlet, it is first of all because you have the personal resources 
which enable you to appreciate the insights it conveys; but it is 
also — and this is the important thing for our discussion — be- 
cause you have the susceptibility to the poetic medium that en- 
ables you to be affected by the poetic form in which these insights 
are conveyed. I say this is the important thing for our discussion 
because similar insights are conveyed in Schubert’s B flat Sonata 
and Beethoven’s Opus 111, but through a different artistic me- 
dium: if they do not get through to your mind, it is because the 
medium is one to which, at the moment, you are not susceptible. 

“Perhaps even Shakespeare never reached that final state of 
illumination that is expressed in some of Beethoven’s late music,” 
says Sullivan in his excellent book about Beethoven. If the state 
of illumination that is conveyed to you by Shakespeare is not 
conveyed by Beethoven in his second movement of the Sonata 
Opus 1 1 1, the reason is that you are susceptible to Shakespeare’s 
medium of artistic communication but not to Beethoven’s; and 
you will understand how this might be so, if you consider how 
long and how much you have read and seen Shakespeare, who 
uses the words that are your own medium of communication and 
expression, and how few encounters you have had with Bee- 
thoven, whose musical idiom is not that of the folk-songs or 
school-songs or Broadway show-songs you may be familiar with. 

Understanding this, you may be disposed to try an experiment 
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—which is to listen to the opening passage of that movement of 
Opus 1 1 1 at least once every evening for a couple of weeks, in 
order to become thoroughly familiar with it, and to see whether, 
as you come to know it, you begin to get from it some commu- 
nication of what a man like Beethoven might feel at the end of his 
life— the sense of experience mastered, of profound lessons 
learned, of resignation, inner illumination achieved. You can hear 
the passage by playing side 3 of the Columbia recording of Egon 
Petri’s performance, to the point one and nine sixteenth inches 
from the first groove (for the present resist the temptation to go 
further than that point). And here it is in musical notation for 
your eye to follow as you listen: 



In this passage the uppermost notes are the ‘melody , through 
which the meaning of the musical statement is largely con- 
veyed; each group of notes below a note of the melody is a 
* chord 9 in the * harmony 9 that enriches this meaning. 

Or if you have no phonograph someone may be able to play the 
passage for you on the piano. 
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You will be serving the purpose of the experiment and increas- 
ing its chances of success if you listen in the same way to another 
passage— the opening statement in the first movement of Schu- 
bert’s Sonata in B flat, which in a different way also communi- 
cates the sense of profound lessons learned, inner illumination 
achieved: 




If by this time Victor has issued the English recording of Schna- 
bel’s performance, play side 1 to the point five sixteenths of an 
inch from the first groove (don’t go any further) . 

And listen to two other passages for what they may communi- 
cate to you. One is the beginning of the third movement of Bee- 
thoven’s Trio Opus 97 - the two statements of the piano that are 
echoed by the violin and cello: 

Andante cantabile (with movement, in singing style! 







Hear it on side 5 of the old Victor recording of the Cortot- 
Thibaud-Casals performance, or on side 6 of the new Victor re- 
cording of the Rubinstein-Heifetz-Feuermann performance. 

The other is the statement of the piano with which the first 
movement of Beethoven’s Piano Concerto No. 4 begins: 



Hear it as it is played by Schnabel on side 1 of the Victor record- 
ing, not as it is played by Gieseking on the Columbia record (and 
don’t go beyond the piano’s opening statement) . 

I have suggested a couple of weeks; but obviously the experi- 
ment doesn’t have to stop after two weeks. Give yourself all the 
time you may need to find those passages of music acquiring sig- 
nificance for you, or on the other hand to satisfy yourself that 
music is not for you the medium of artistic communication which 
you are willing to believe it is for others. 

I F now those passages do convey significance to you, we can go 
on— first of all to get a more precise idea of this significance and 
how it is conveyed. 
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In the sonnet I quoted, or in one of Hamlet’s soliloquies, we see 
a complex form of words embody and communicate a complex 
synthesis of thought and emotion. And if anyone were to ask 
“What thought, what emotion?”, the answer would be “The 
thought and emotion expressed and defined by that form of 
words.” One can say that the sonnet is concerned with the love 
which is given and then withheld; one can say further that this 
love is compared with the sun which lights the earth and then is 
hidden by clouds; but to do this is not to convey the rich over- 
tones of sense and feeling that are expressed by 

Full many a glorious morning have I seen 
Flatter the mountain-tops with sovereign eye, 

Kissing with golden face the meadows green, 

Gilding pale streams with heavenly alchymy; 

and the rest of the poem. The only way of conveying those over- 
tones is to state the precise form of words that Shakespeare him- 
self devised for this purpose. 

A painter too may be aware only of choosing a bit of paint and 
placing it on the canvas in relation to a number of other bits; 
but the choice, the placing, the relation involve exercise of judg- 
ment— which is to say that they involve the whole man, the sum 
at that moment of his experience, thought, emotion, insight. 
What is involved in the choices and uses of the bits of paint re- 
veals itself through them; and in the end the completed integrated 
arrangement of lines, colors, planes, masses and forms is a visual 
embodiment and communication of a particular synthesis of that 
experience, thought, emotion, insight. 

Roger Fry has described the process of a Cezanne still-life, in 
which the bottles, pears and apples, so commonplace as to have no 
emotional associations in themselves, are “deprived of all those 
specific characters by which we ordinarily apprehend their con- 
crete existence,” and are “reduced to pure elements of space and 
volume” which are then “coordinated and organized by the art- 
ist’s sensual intelligence.” He refers to Cezanne’s own conception 
that it was out of these relations of formal elements that emotion 
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was to emanate; and he says: “One may wonder whether painting 
has ever aroused graver, more powerful, more massive emotions 
than those to which we are compelled by some of Cezanne’s mas- 
terpieces in this genre.” And these emotions to which we are com- 
pelled— not by the subjects of the paintings, but by the pictorial 
treatment of the subjects— these grave, powerful, massive emo- 
tions are something we have no way of knowing or defining or 
conveying, other than by those relations of formal elements on 
the canvas that were Cezanne’s way. So with the emotions aroused 
by the water-color on the opposite page— aroused not by the 
representation of the tree, but by its misrepresentation, so to 
speak; by a formal construction on paper which has an explosive 
force that is not the tree’s: we have no way of knowing or de- 
fining or conveying those emotions other than by what Cezanne 
put on paper for this purpose. 

And so with the piece of music that is a formal organization 
of sound— or sounds— in time. The sounds have no external ref- 
erences to objects or ideas; what they have is the internal coher- 
ence of a kind of grammar of their own; the relations in which 
they are placed— in a texture of horizontal lines of sounds in 
sequence (melody) and vertical lines of sounds in simultaneous 
combination (harmony), articulated by duration and stress 
(rhythm), and colored by the timbres of instruments or voices - 
are governed basically by this grammar, which is used in an in- 
dividual style by each composer, in obedience to the laws of his 
own being. He too, that is, may be aware only of choosing a 
sound and placing it in relation to a number of others; but the 
choice, the placing, the relation, involving exercise of judgment 
as they do, involve the sum at that moment of his experience, 
thought, emotion, insight— of which a particular synthesis is 
finally embodied and communicated in the completed formal ar- 
rangement of sounds. If anyone were to ask about the second 
movement of Beethoven’s Sonata Opus 1 1 1 “What thought, 
what emotion, what insight?”, one could say, as I did earlier, “The 
sense of experience mastered, lessons learned, resignation, inner 
illumination achieved.” But one would have to use the same words 
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words to describe it and help you apprehend it; but they did not 
really describe what in the end you had to apprehend from the 
music and would have apprehended even without my words; and 
you will discover, when you are accustomed to the medium, that 
the meaning of a phrase of Beethoven or Schubert is grasped with 
the sounds, immediately, and usually without difficulty. If there 
is any difficulty, what is needed is not explanation of the phrase 
in words but repeated hearing of it. And you cannot get a wrong 
idea by listening to Beethoven or Schubert himself, but you will 
get some very wrong ideas by listening to the people who under- 
take to speak for him. 

It was natural for you also, when the music made no sense, to 
think that you might understand it if you were told things about 
it — about the man who wrote it, the period in which he lived, the 
ideas, tendencies, forces which influenced him. But when you 
have experienced the joyousness, buoyancy and exuberant play- 
fulness embodied in Beethoven’s Eighth Symphony you may be 
surprised to discover the vexations and turmoil that filled his daily 
life at the time he was writing this work; and you will learn from 
this that the biographical and historical background of a work of 
art may be quite irrelevant to it. For it is the inner core of personal 
qualities, emotions and insights created by a lifetime of experience 
that governs the artist’s selection and arrangement of words or 
paints or sounds in a poem or picture or symphony; and although 
this inner core is constantly altered and developed by his con- 
tinuing experience, it is not affected by any and every happening 
of the day. When this inner development in Beethoven had 
reached the emotions and attitudes we are made aware of by the 
Eighth Symphony, they pressed for expression in the sounds of 
this symphony, unaffected by the external turmoil that was ir- 
relevant to them. Earlier too it was the heroic emotions and atti- 
tudes that Beethoven had developed in the face of disaster, which 
operated through his articulateness in his medium to produce the 
Eroica Symphony; if there had been no French Revolution there 
would have been no dedication to Napoleon to tear up when he 
made himself emperor, but there would have been the same Eroica 
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Symphony. And Ernest Newman once pointed to the striking 
differences in the three great symphonies that Mozart wrote in 
those two months of wretchedness and despair in the summer of 
1788 , as evidence of the fact that “the creative imagination of a 
great artist functions too deep down within him to be greatly af- 
fected by anything that may happen on the surface of his life or 
his being. The subconscious is of much more importance in the 
artist than the conscious; and the subconscious proceeds by its 
own mysterious inner chemistry and obeys its own mysterious 
laws.” It is, then, not the biographical or historical background 
that gives us a clue to the meaning of the music; it is rather the 
music that often gives us our only clue to what was going on in- 
side the composer. 

But to know even relevant biographical and historical details 
about a work of art would not make the relations of elements in 
the work of art clearer and more significant. It is true, as we have 
seen, that the whole man was involved in the process which pro- 
duced the Cezanne still-life; and it is further true that with the 
man there must have been involved, more remotely, the influ- 
ences which had operated on him— the general ideas, the social 
and political conditions of the time. But when you knew these 
things that were involved in the process you would still have to 
perceive and feel the impact of the formal relations of space and 
volume that are the result of the process; and for this the things 
you knew about Cezanne’s life would be neither necessary nor 
helpful. And so with Beethoven’s or Schubert’s sonata. 

Nor do you need the technical knowledge of the professional 
musician. A piece of music is, to begin with, an organization of 
sounds; experiencing it begins with hearing the sounds and the 
way they are related in each phrase, the relation of one phrase to 
the next in the progression; and learning to hear these relations is 
at the same time a process by which you learn to follow the gram- 
mar and logic of musical thought, the operations by which it pro- 
ceeds; but you can do all this without knowing the technical facts 
and names of what you are hearing. For one of those opening 
passages to acquire significance for you it was necessary to hear 
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the sounds and their relations, for which you did not have to 
know that the tonic of C major was followed by a second in- 
version of the dominant seventh — any more than you have to 
know that a particular brown which you see in a painting is called 
burnt umber, and another which is placed in relation to it is called 
yellow ochre. What is true is that when you have heard something 
you will find the name of it convenient to use in referring to it; 
and I certainly will find the name convenient to use when I refer 
to it in talking to you. But a great many matters which the pro- 
fessional is concerned with, and the terms which he uses in dis- 
cussing them— these you don’t have to know anything about. 

And now let us get on with what comes after the opening pas- 
sage— you listening, and I pointing out what there is for you to 
hear. 

W HEN you look at a painting you get a first visual impres- 
sion of the entire formal design, and a first emotional 
impact from this impression; then, as your eye moves about on 
the canvas taking in the detail, the impression and effect on you 
become elaborated and complex. And your eye is free to move in 
any direction, to take in the details in any order, to do this slowly 
or quickly. In a piece of music, on the other hand, the formal de- 
sign is not revealed all at once, but only bit by bit in an order and 
at a rate determined, for his purpose, by the composer. When, 
therefore, you listen to the first statement in the second move- 
ment of Beethoven’s Sonata Opus 111: 
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you get your first aural impression and emotional impact from 
the first coherent group of sounds, [a]; this impression and its 
effect are elaborated somewhat by the next group, [b] ; the 
elaborated impression and effect are elaborated further by [c], 
and the newly elaborated impression and effect by [d]. Further 
elaboration and complexity come with the repetition of the entire 
statement [1], then with each additional detail of the answering 
statement [2]: 



then with the repetition of this answer. 

What you have heard up to this point is the ‘theme’ of the 
movement; and in the remainder of the movement further elabo- 
ration of aural impression and emotional effect results from what 
is done with this theme. Listen to it again; and then listen to the 
passage which follows immediately after it (beginning at P-3 : 
1.10-,— which means the point slightly less than one and ten six- 
teenths inches inward from the first groove of side 3 of the Petri 
recording # ) : note that what you are hearing is at once similar to 
the theme and different from it. As you listen let your eye follow 


* P-3 : i. io+ would mean the point 
slightly more than one and ten six- 
teenths inches from the first groove; 
P-3 : .2 would mean the point two six- 
teenths of an inch; P-3 : 2. would mean 
the point two inches; P-3 would mean 
the beginning of side 3. 

You may be able to estimate the dis- 
tance with your eye; or you may find it 
convenient to use the scale on the book- 
mark* The best thing to do is to mark 
the place on the record with a red or 


white pencil of the kind used for mark- 
ing china. Instead of sharpening the soft 
lead to a point, cut straight across it to 
produce a flat surface with a sharp edge. 
With the bookmark locate the groove 
on the rotating record; press the sharp 
edge of the lead against this groove for 
one rotation of the record; and there 
will be a red or white circle on which 
you can place the needle whenever you 
wish to hear the passage. 
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die contours of the musical notation— first of the theme, then of 
its new and different statement: 



Note first that in the new statement the melody progresses in 
terms of the figure [x] ; note further that this figuration weaves 
about the sounds of the theme marked with asterisks— these 
sounds, then, being what makes the new statement sound similar 
to the theme, while the weaving about them makes it sound dif- 
ferent; and note also that with this elaboration of contour there is 
elaboration of the significance conveyed by the theme. 

This new statement is an example of the ‘variation’ process in 
music; and it is by this process that the movement continues, 
building up its structure and its impact. If you interrupt to ask me 
the question you may feel impelled to ask — why Beethoven 
elaborates the theme with this particular figuration, I can only re- 
mind you of what I said in the preceding section, and answer that 
what he does proceeds from the deep necessities like those which 
lead a painter to choose a bit of yellow ochre after a bit of burnt 
timber: they make it the right thing for him to do— the right 
means, for the right effect. 

Each of the two parts of the theme is varied (the variation of 
the second part beginning at P-3 : 2.10-) ; and each part of the 
variation— like each part of the theme — is repeated. In Variation 
2 (first part at P-4; second part at P-4: .13) the figuration is 
faster, more intricate, with increased intensity in the effect: 
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In Variation 3 (first part at P-4: 1.12-; second part at P-4: 
2.9-) the figuration is still faster and more intricate, and sud- 
denly impassioned and violent: 
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This time, instead of the usual repetition of the first part you hear 
a further variation (P-5 : .8) : from the hush and mystery you are 
suddenly swept up to clear, dazzling radiance at ethereal heights 
—to rapid figuration, heard as though at a distance, in the higher 
tonal region: 



^frffffrrrrr tffigfe 



Part 2 follows— first the soft chords over vibrating bass (P-5 : 
1.1+), then the rapid figuration high up and far away (P-5: 
L9-). The two variations on each part of the theme, instead of 
one variation repeated, make No. 4 a double variation. 

This leads now to a long digression —a freely-moving section, 
in which you are made aware of ever increasing involvement and 
ever wider-ranging emotional implications. That is, when Varia- 
tion 4 ends, the rapid figuration of Variation 4 continues (P-5 : 
2.), descending, coming nearer; it leads to a passage (P-5 : 2.3): 



which, in its increasing urgency, makes you aware that it is head- 
ing for something important (P-5 : 2.9): a trill (a rapid alterna- 
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tion of two adjacent sounds), with [la] of the theme hammered 
out down below, then echoed up above: 


The trill continues, more softly; you are aware of a shift to a new 
tonal region (P-5 : 2.13+): 

' \>J- 1- bJS'2 i>J- 


there is a swelling of trills; then one trill climbs higher and higher; 
and suddenly (P-5 : 3.5-) the bass strikes in with violence, cre- 
ating a tension which is released in a somewhat elaborated state- 
ment, in a new tonal region, of [Id] of the theme: 




IMhil 


The last two measures are ‘developed — which is to say that the 
same melodic contour is produced at successively different heights 
in the tonal medium, by different sounds, with differences in the 
meaning conveyed. The de.velopment creates increasing involve- 
ment; and suddenly you are brought out of all tbit invnlwm#»nr 
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into the clear-out of the long digression back to the theme itself, 
stated this time over excitingly fast-moving and enriching figura- 
tion (P-6 : .1 1+): 


crcsc . 



This figuration imparts a new and gradually increasing intensity 
and splendor to the theme, which in this way works up from a 
quiet beginning to a joyous, an ecstatic proclamation of inner 
exaltation. The conclusion of the theme is developed (P-6 : 1.9) : 



the development pushes the jubilant exaltation to a higher and 
higher point, and finally to a trill, which, with the vibration in a 
lower voice, creates a tonal radiance for the ethereal statement 
of the theme (P-6 : 2.6) : 
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and then for fragmentary echoes of the theme; after which the 
trill dissolves into rapid figuration that climbs high to descend to 
last forceful statements of [la] of the theme, which build up a 
momentary tension that is resolved in quiet concluding chords: 
the end is still inner exaltation, and peace. 

If your powers of perception and retention were more than 
human you would have been able to hear all these details and 
formal relations between details the very first time you listened 
to the movement straight through— which is the way it was 
meant to be listened to. Since your powers are only human, lis- 
tening in this way you would have missed a great deal which you 
would have picked up at later hearings. That, in fact, is the way 
you will get to know much of the music you will encounter, and 
some of the music we shall consider in this book. But in some in- 
stances you will do what we have done with the movement of 
Beethoven’s Opus 111; and now, after this attention to detail 
after detail, section after section, listen to the movement straight 
through from beginning to end, hearing the form in sound re- 
vealed in time as a continuous progression, and receiving from it 
the cumulative effect and impact it was intended to produce. Do 
this once, twice, or as many times as you need for the movement 
to become something grasped and assimilated as an entity. Then 
put it aside while you go on with the other music we are to con- 
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sider in this book, and go back to it after a week; put it aside 
again, and go back to it after a longer interval; and continue to 
hear it only at intervals. At each such rehearing it will strike you 
with fresh impact, and with richer, greater meaning. 

T HE detailed presentation of this piece of music has been in- 
tended, first of all, to bring it within the range of your experi- 
ence and understanding; and I should add that the only thing I 
consider important about an art is the particular and unique work 
of art as something to be experienced and understood, and the only 
thing I wish to achieve in this book is your experience and under- 
standing of particular and unique pieces of music. The presenta- 
tion of the movement from Beethoven’s sonata also has acquainted 
you with one of the processes of the musical medium, the varia- 
tion process, and with the variation form; and this knowledge 
will make it easier for you to grasp the detail and formal outline 
of other pieces of music which use the same process and form. 

You will find another great example by Beethoven in the last 
movement of his Piano Sonata Opus 109 (when the Victor re- 
cording of Schnabel’s performance is issued). It begins with a 
theme no less sublime and affecting than that of the variation 
movement of Opus 111; it ends no less wonderfully in its own 
way: the last variation proceeds with ever increasing momentum 
and intensity achieved through increasingly rapid figuration that 
culminates, at the climax, in trills; and the climax and trills die out 
into a simple restatement of the original theme, which is— after 
the involvements that have intervened — even more sublime and 
affecting than its first statement. (This effect, in music, of the 
return to something which has been departed from is one to take 
note of. We have already encountered it in the movement of 
Opus 111— in the richly elaborated restatement of the theme 
after the long digression; and we shall encounter it many times 
again.) And long after you have finished with all the music we 
shall deal with in this book you might tackle the great structure 
that Beethoven erects on the basis of an absurd little waltz-tune 
by Diabelli, with those slow variations— Nos. 20, 29, 30, 31 — 
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and transitional chords after Variation 32 that take us to the re- 
motest points which Beethoven’s mind reached on the “strange 
seas of thought” of his last works. 

Right now, however, we shall consider the third movement of 
his Trio Opus 97, of which you already know the great opening 
passage. This passage is the theme — each of its two parts stated 
first by the piano, then by the violin and cello — for a series of 
double variations which employ different combinations of tim- 
bres and figurations of the three instruments. Thus, the implica- 
tions of the theme are elaborated and enriched in Variation 1 
(0-5 : 2.+, N-6 : 1.9 — 0 referring to the old Victor recording 
of the Cortot-Thibaud-Casals performance; N to the new Victor 
recording of the Rubinstein-Heifetz-Feuermann performance) : 





which translates the theme into exquisite figuration of the piano 
against eloquent sustained tones first of the cello, then of the cello 
and violin. In Variation 2 (0-6, N-7): 



the implications become less grave: the theme is translated into 
graceful figuration which is tossed between cello and violin over 
light accompanying chords of the piano. In Variation 3 (0-6 : 
1.10-,N-7: 1.1—): 
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there is dramatic urgency in the rumbling thunder of the piano 
that builds up a crescendo of intensity, with comments from 
violin and cello. In Variation 4 (0-7, N-7 : 2.3) : 





you hear the richest textures of sound, with the piano playing a 
syncopated melody over unquiet figuration in the bass, while the 
violin plays a more tranquil variation over sustained tones of the 
cello. And after this richness you hear the simplicity and quiet of 
the beginning of a long section which brings new, wide-ranging 
and profound implications. The piano begins what appears at first 
to be a restatement of the first part of the original theme (0-8, 


violin 
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but the cello and then the violin intervene to carry the statement 
further— after which the piano carries it to its conclusion; and 
in the portions played by the strings there are (at the points 
marked with asterisks) changes in the melody, with correspond- 
ing changes in the underlying harmony, which convey the first 
of the new implications. The changes are more extensive in the 
second part— the dialogue of piano and cello shifting into a new 
tonal region as it expands both the form and the new implications; 
and this expansion continues: out of the conclusion (0-8 : .15, 
N-8 : .13) grows a wonderful section of increasing involvement, 
then of great conclusions (with an additional chord of transition 
to the last movement of the trio, which we postpone for the 
moment) . 


B RAHMS’S Variations on a Theme of Haydn, which we con- 
sider now, is a work not of profound implications but of very 
engaging ones. The theme has been pronounced, with sufficient 
justification, one of the most beautiful melodies ever written; the 
variations are a series of charming pieces with only slight apparent 
connection with the theme; and whereas Beethoven’s Trio used 
combinations of the timbres and figurations of three instruments, 
Brahms’s work uses the greater variety provided by an orchestra 
constituted as follows: 


Woodwinds 
Piccolo 
2 Flutes 
2 Oboes 
2 Clarinets 
2 Bassoons 
Contrabassoon 


Brass 

4 Horns 
2 Trumpets 

Percussion 

Kettledrums 

Triangle 


Strings 

First Violins 
Second Violins 
Violas 
Cellos 
Basses 


In the Theme (Part 1 at the beginning of T-l, W-l, M-l — T 
referring to the Toscanini recording, W to the Weingartner re- 
cording, M to the Mitropoulos recording; Part 2 at T-l : .9+, 
W-l : .8+, M-l : .10) it is the oboe that you hear on top playing 
the melody: 
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with plucked cellos and basses down below; with horns, bas- 
soons and contrabassoon filling in softly at the beginning, and all 
the remaining woodwinds and brass coming in brilliantly at the 
end; but with violins and violas silent throughout. 

At the beginning of Variation 1 (Part 1 at T-l : 1.9+, W-l : 
1.8—, M-l : 1.15- ; Part 2 at T-l : 1.14+, W-l : 1.13+, M-l : 
2 . 6 ) there are ominously reiterated sounds from horns, bassoons, 
contrabassoon and kettledrum, over which violins play an ascend- 
ing melody, violas and cellos a descending countermelody; then 
the increasingly insistent reiterated notes are transferred to pic- 
colo, flutes, oboes and horns, the ascending melody to cellos and 
bassoons, the descending countermelody to violins and violas (see 
reproduction of score on opposite page) . 

At the beginning of Variation 2 (Part 1 at T-l : 2.8-, W-l : 
2.8, M-l : 3.4 ; Part 2 at T-l : 2.11, W- 1 : 2.12+, M-2) after 
the initial explosion of the full orchestra the agitated clarinets are 
heard on top with a countermelody from violins and violas: 



with bassoons doubling the clarinets an octave lower, and with 
plucked cellos and basses down below. 
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In Part 1 of Variation 3 (T-2, W-2, M-2 : .9) oboe and bas- 
soon play the wistful melody over low strings; in the repetition of 
Part 1 (T-2: .4, W-2: .4, M-2: .13-) first violins and violas 
play this melody while flute and bassoon wreathe it in delicate 
ornamental figures. At the beginning of Part 2 (T-2 : .7+, W-2 : 
.8-, M-2 : 1.) there is this antiphonal passage: 



with other instruments contributing the other strands of a rich 
aural texture; in the repetition of Part 2 (T-2 : .14+, W-2 : .15, 
M-2 : 1.7+) the dialogue at the beginning is between oboe and 
horn, with violas and cellos carrying on a parallel dialogue down 
below. 

In Part 1 of Variation 4 (T-2 : 1.6, W-2 : 1.7, M-2 : 2.) oboe 
and horn begin the plaintive melody, joined later by flute and 
bassoon, while a descending countermelody is played by violas 
and cellos; in the repetition of Part 1 (T-2 : 1.1 0+, W-2 : 1.10, 
M-2: 2.4) strings have the melody, with the countermelody 
played by flute and clarinet, joined later by bassoon. In Part 2 
(T-2 : 1.1 5-, W-2 : 1.13+, M-2 : 2.8) the melody of oboe and 
horn is accompanied and answered by strings; in the repetition of 
Part 2 (T-2 : 2.7, W-2 : 2.4-, M-2 : 3.-) the melody of strings is 
accompanied and answered by woodwinds. 

At the beginning of brilliantly mercurial Variation 5 (Part 1 at 
T-2 : 3.-, W-2 : 2.10, M-3 ; Part 2 at T-2 : 3.3, W-2 : 2.14+, 
M-3 : .5) you hear the chatter of woodwinds; at the beginning of 
Variation 6 (Part 1 at T-3, W-3, M-3 : .12+ ; Part 2 at T-3 : 
.6+, W-3 : .5, M-3 : 1.1) you hear the bluster of horns, then the 
gaiety of woodwinds; at the beginning of Variation 7 (Part 1 at 
T-3: .15+, W-3: .14+, M-3: 1.9+ ; Part 2 at T-3: 1.12+, 
W-3 : 1.8+, M-3 : 2.4+) there is this lovely passage combining 
two wistful melodies: 
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with other instruments contributing the other strands of a rich 
aural texture. And in Variation 8 (Part 1 at T-3 : 2.9, W-3 : 2.12, 
M-4 ; Part 2 at T-3 : 2.13+, W-3 : 3.1, M-4 : .5+) there is the 
dramatic hush of muted strings, then woodwinds. 

This brings us to the concluding section of the work — a new 
series of variations on a new theme, with new and special features 
in the process that produce a new and special effect. The theme is 
very brief; it is repeated over and over again as a so-called 
‘ground-bass’ for ever new accompanying phrases; these varia- 
tions make the repetitions interesting, and produce a cumulative 
effect by their varied succession; but the special effect of this 
concluding section is the long crescendo of intensity and the 
cumulative impact built up by the constant, inexorable repeti- 
tion of the brief ground-bass. 

This is a grave five-measure phrase (T-4, W-4, M-4 : 1.); 


cellos and basses 



Derived from the first measures of Haydns melody . 


which you will do well to fix in your mind with several hearings 
before you go on, so that you will be aware of it at each repetition 
while you are aware also of the new material accompanying it. 
For a time it continues to be played by cellos and basses: its first 
statement is accompanied by a texture from the other strings; with 
the second statement the texture is enriched by horns and wood- 
winds; with the third (T-4 : . 6 , W-4 : .6, M-4 : 1.4) there is a 
melody from violins joined by woodwinds; in the fourth variation 
this melody is amplified with increasing sonority. The gradual 
crescendo in these first four variations leads to a series of four 
variations (beginning at T-4 : .10, W-4 : .11-, M-4 : 1.8) which 
are increasingly vigorous and brilliant. The vigor and brilliance 
subside for a series of five variations in which the ground-bass is 
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stated more and more lightly and the accompanying textures are 
thinned out: first (T-4: 1.2-, W-4: 1.4+, M-4 : 1.15) a melody 
from the violins, then a variation on this melody from the oboe, 
then this variation played by the other woodwinds, then a new 
variation on the melody from the flute over the ground-bass from 
horn and lightly plucked violas and cellos, then (T-4 : 1.9, W-4 : 
1.14, M-4: 2.6) this new variation played by the other wood- 
winds, while the ground-bass itself is varied as follows: 


cellos pizzicato (plucked) 




— 





m.p:f==z^ 


3k 

* 

6i 

D 

* * 

* 
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Ground-bass marked by asterisks 


Now a series of three variations in which the ground-bass is lifted 
into prominence: first by oboes (T-4: 1.11, W-4: 2., M-4: 
2.8-), then by flutes, oboes and horns, then by violins and horns 
—with growing intensity achieved through enriched color and 
figuration and increased sonority. And then a sudden hush (T-4 : 
2., W-4 : 2.7, M-4 : 2. 1 2+) , with references to Haydn’s original 
melody that blaze up into the full orchestra’s joyously brilliant 
restatement of this melody. In addition to the cumulative impact, 
then, there is the effect I have pointed out before— the effect of 
a return, after a long interval, to something that was departed 
from. 

F ROM the concluding section of this work of Brahms we go to 
a series of variations on a ground-bass which builds up to a 
magnificently powerful construction in sound, with profound 
and great implications: Bach’s Passacaglia for organ. 

These profound implications begin to be heard at once in the 
gravely meditative eight-measure ground-bass: 



(beginning of W-l, S-l, V-l, A-l — W referring to Weinrich’s 
performance, S to Stokowski’s performance in Victor Set 59, V 
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to his performance in Victor Set 401, A to his performance in 
Columbia Set X-216). They acquire poignancy from the figure 
that is developed over the ground-bass in the first and second vari- 
ations; and from the strands of melody worked into the rich tex- 
ture of the next variation (W-l: .15, S-l : 1.3+, V-l : 1.4—, 
A-l : 1.6+) : 



* counterpoint* ; and the texture is 1 contrapuntal 4 \ 


The implications of the ground-bass acquire growing intensity 
in the following variation from the intricate contrapuntal texture 
of animated figuration; in the next (W-l : 1.8-S-l : 1.1 S— , V-l : 
1.15+, A-l : 2.3) the intensity subsides momentarily in a some- 
what playful figuration which is carried into the ground-bass 
itself: 



The crescendo of intensity is resumed in the next three variations, 
in which the ground-bass is heard with increasingly rich contra- 
puntal textures; then (W-l : 2.9, S-2, V-2 : .6, A-2 : . 6 ) comes 
a quiet variation, with tensions created in the texture by figuration 
that again is carried into the ground-bass: 
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The tensions in this variation increase, leading to a forceful vari- 
ation in which the ground-bass is heard with a flowing accom- 
paniment. 

Now a quiet and affecting statement of the ground-bass in an 
upper voice, with a flowing accompaniment in a single voice 
down below; then another such statement of the ground-bass, ac- 
quiring greater urgency from the entrance of additional voices 
in the flowing accompaniment down below. And then an inter- 
lude of three quiet variations: the first (W-2 : .14-, S-2 : 1.5+, 
V-2 : 1.1 1+, A-2 : 1.12) wonderfully poignant in implications, 
with the ground-bass itself varied and obscured in the exquisitely 
wrought texture: 


(simplified) 
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the second (W-2 : 1.2, S-2 : 1.1 0+, V-2 : 2.+, A-2 : 2.1+) more 
quiedy wistful, with gracefully flowing figuration that is carried 
into the ground-bass: 



the third (W-2: 1.6+, S-2: 1.15, V-2: 2.5, A-2: 2.6) hushed 
and a litde mysterious, with the ground-bass itself varied: 
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The hush is broken by a statement of the ground-bass that ac- 
quires explosive force from its accompanying figuration; then 
comes a statement that is made imposing by a brilliant flowing ac- 
companiment. And then, finally (W-2: 2.4+, S-2 : 2.14, V-3, 
A-3 : .5+), a series of three variations in which the implications 
of the ground-bass acquire increasing intensity from increasingly 
rich accompanying figuration, and attain tremendous concluding 
force at the end. 

But the final chord of the Passacaglia is at the same time the be- 
ginning of a new piece of musical construction, in a new form 
which produces its effect by a new process. This is a ‘fugue’, 
a contrapuntal form in which a melodic idea, called the ‘subject’, 
is discussed in a specified number of melodic lines of thought, or 
Voices’, that proceed simultaneously. 

In the present work the discussion is carried on in four voices; 
and the first thing that happens is an exposition in which each of 
the four in turn states the subject— the first half of the ground- 
bass of the Passacaglia: 


subject 



countersubject 1 


The subject is heard each time with the countersubject that is 
printed in small notes; and as each voice finishes the subject it 
continues with the counter subject, while the voice that had the 
countersubject continues with a second countersubject. Here is 
the way the exposition works out (W-3, S-3 : .13, V-3 : 1.1+, 
A-3 : 1.9+) : 




Note the so-called ‘episode’ that intervenes after the second state- 
ment of the subject to delay and give more effect to the third; and 
the increased intensity as the third and fourth voices enter the 
discussion and increase the density of the contrapuntal texture. 

From this point you hear further statements of the subject, now 
in one voice, now in another — each such statement leading into 
an episode, which in turn leads back into the subject; and you hear 
alternate thinning and thickening of the contrapuntal texture, 
with alternately decreased and increased intensity. The episodes 
are successively longer and weightier, making the cumulative im- 
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pact of each successive return of the subject even greater; and the 
final statement of the subj ect ( W-4 : 1 . 1 +, S-4 : 1 .44-, V-4 : 1 . 1 , 
A-4: 1.15+) has the force of a tremendous peroration. 


L ET us now go back to another of the passages with which 
j you familiarized yourself earlier in the book— the one from 
Schubert’s Sonata in B flat. It too is the beginning of a spacious 
construction in sound — a beginning with implications of great 
meaning that are elaborated into a wide-ranging content as the 
construction is built up in time. But this time the building pro- 
cedure is not varied repetition of the single initial passage; instead 
there are a number of thematic ideas, and these are used and or- 
ganized in a different way to produce a different effect. The 
effect is the one we have encountered before — that of the return, 
after an interval, to what was departed from; but it is magnified 
this time by the large scale of the cycle of statement, departure 
and restatement. 

As you begin to follow the course of the movement from its 
opening sentence (S-l,— which refers to the Schnabel record- 
ing): 


u i^fi-f^Trrfiji i 1 1 Bj upi tr i r^TrirfrFr 

PP 


note the faint rumble in the bass like distant thunder, which punc- 
tuates its conclusion. After a pause the sentence begins again 
(S-l : .6-), and continues as before until the point marked with 
an asterisk, where it changes in a way that gives the implications 
a new direction and carries them to a new conclusion: 
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This too is punctuated by the faint rumble in the bass, which falls 
away into the accompanying figuration of an altered statement of 
[1] (S-l:.ll+),ina new tonal region around the chord marked 
with asterisks as a center: 



The statement carries the implications of [ 1 ] in a new direction, 
and leads into a passage of figuration (S-l : .15): 





This is an interlude which leads back to an impressively forceful 
restatement of [2] (S-l : 1.3), which now continues beyond its 
original conclusion, with premonitory shifts in harmony that lead 
to a new train of thought (S-l : 1.9+) in a new tonal region 
around the first chord as a center: 







[5] is developed, with the melody transferred to the right hand 
(S-l : 1.1 4-), and with details in the changing phraseology that 
are exquisite in sound and poignant in effect. Its conclusion is fol- 
lowed by this passage (S-l : 2.6): 



which, after a time, subsides into a wonderful section of retro- 
spective meditation and summation, beginning as follows (S-l : 
2.14): 



This completes the extensive statement that is the first part of the 
cycle. 

The departure from this statement, and the second part of the 
cycle, begins with further manipulation of the material you have 
heard, which develops its implications further: first (S-2) a new 
development of [1 ] ; then (S-2 : .6-) a new development of [6], 
This falls away into an impressive new idea (S-2 : .13+) : 


18 

which gradually works up to a shattering climax. The climax 
breaks off for a poignant development of [8] (S-2 : 1.7) in a 
new tonal region around the first chord as center: 
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Note the sound and effect created by the left hand at the points 
marked by asterisks. 


It is echoed down below; and suddenly (S-2 : 1.1 3-) you hear 
the faint rumble of thunder in the bass which you have not heard 
since the beginning of the movement, and which now introduces 
a deeply affecting reference to [ 1 ] : 



Again the rumble of thunder, introducing another reference to 
[1] (S-2 : 1.15+), with changed implications from its shift in 
tonal position to the region around the chord marked with an 
asterisk as center: 


[111 


pm 

(■ 

n 

ism 




i 

wSZJSjMm 

USSl 

|SjPwi 

SHiii 


1 

n 

1 


Again the rumble of thunder, shifting back to [ 10] (S-2 : 2.2+) : 
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with the changed harmonies marked with asterisks creating new 
implications that are carried further as the passage continues. It 
falls away into silence. 

Again the rumble of thunder (S-2 : 2.1 1-) ; then what has been 
foreshadowed happens: [ 1 ] begins again as it began originally - 
the more affecting for all that has intervened, and starting in this 
way the restatement of the material of the first part of the cycle. 
In due time it reaches the section of retrospective meditation and 
summation (S-3 : 2.4) — also the more wonderful the second time 
after all that has intervened. The summation is carried further 
this time to a new conclusion, which leads to last references to 
[1] (S-3 : 3.4), a last rumble of thunder, and quiet concluding 
chords. 

In the cycle you have just heard the three parts are called 
with rare logic for musical terminology— the ‘exposition’, the 
‘development’, and the ‘recapitulation’. And this three-part cy- 
cle, in which the middle part develops further some of the mate- 
rial of the first part, is normally the prescribed structure of the first 
movement of the classical sonata; hence it is sometimes referred to 
as ‘first-movement form’; but also, and more often, as ‘sonata 
form’, or as ‘sonata-allegro form’ because the first movement is 
normally in quick tempo for which the Italian direction Allegro 
is often used. And here you encounter some of the confusions of 
musical terminology; for sonata form, it turns out, is not the form 
of die entire sonata but only the normally prescribed form of its 
first movement; and it is used also in other movements than the 
first— sometimes in the second, which is normally slow. 

A word also about the shifts in tonal region that I have pointed 
cot* Such shifts in tonal center, or in ‘tonality’, or in ‘key’ are 
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called ‘modulations’; in the movement we have just heard, then, 
there are modulations from the key of D minor in [10] to B flat 
major in [ 1 1 ] , then back to D minor in [ 1 2] .* I should add what 
I have already said before — that it is the effect and your experi- 
ence of the effect that are important, not the term ‘modulation’ 
or ‘D minor’; and that I shall use these terms merely to identify 
effects that I point out for you to experience. And in Schubert’s 
music the wonderful effects that he produces with his shifts in 
tonality are decidedly something for you to experience and for 
me to point out. 

The modulations in [ 1 1 ] and [12] make their effect on ear and 
mind immediately; less immediately perceptible and effective are 
the long-range key-relations of the large sections of the move- 
ment. The exposition begins in B flat major, but modulates to F 
major; the development brings further modulations; but in the 
recapitulation the effect of the return to the opening theme is 
heightened by the return also to the original key of B flat major, 
which this time is maintained to the end. 

And now let us go on to the second movement of Schubert’s 
Sonata. Its pace is, in contrast to that of the first movement, slow; 
its structure is what is called a ‘three-part song form’— a cycle 
of which the middle part is not a further development of material 
of the first part, but instead deals exclusively with newly intro- 
duced material of its own. And the movement is deeply affecting 
— through its wonderful thematic ideas, and through its equally 
wonderful shifts in tonal position. Thus, the poignant opening 
theme (S-4): 


* Music in the key of C major uses the 
mutually coherent sounds of this scale: 



In C minor the series is: 



The same major or minor series can start on D or B flat or any other sound. 
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which moves in the tonal region of C sharp minor, eventually 
builds up to a point of great intensity, which, as it is relaxed, leads 
to this passage (S-4: 1.): 



in the tonal region of E major; and in implications there is a 
change at this point from poignancy to what can only approxi- 
mately be described as suddenly achieved understanding, clarifi- 
cation, sublimity. It is with these new connotations that the mel- 
ody of [ 1 ] is repeated in the new tonal region of E major (S-4 : 
1.5): 



building up again to the point of great intensity, which, as it is 
relaxed, leads again to the melody of [2] (S-4 : 2.3-) : 
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shifted this time to the tonal region of the beginning of the move- 
ment, with a corresponding shift in implications from clarification 
and sublimity back to poignancy which sinks into the blackest 
grief as the passage continues to the end of this first part. 

With the beginning of the middle part there comes a shift in 
tonality from C sharp minor to A major, and in implications from 
grief to the all-comprehending resignation, strength and nobility 
conveyed by this theme (S-5) : 



which acquires urgency from the left-hand figuration. The theme 
is repeated with more rapid figuration in the right hand. Then a 
departure (S-5 : 1.) and return (S-5 : 1.10+) in the style of [5]; 
and a repetition of the departure (S-5 : 2.2+) in the style with 
the more rapid right-hand figuration, going on this time in a way 
that prepares you for something to come. 

This turns out to be the return of [ 1 ], beginning the repetition 
of the first part of the movement. It is a repetition with changes. 
For one thing [1] is heard (S-6) with a new figure in the bass, 

W: 



which acquires the character of a powerful commentary. Also, 
when [ 1 ] has worked up to its point of great intensity, this is 
relaxed now into a new passage (S-6 : .14) in the tonal region of 
C major which is a breath-taking surprise: 
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with new implications of understanding, resignation, sublimity. 
It is in C major that the melody of [ 1 ] begins to be repeated (S-6 : 
1.3), soon shifting, however, to the [3] in E major (S-6 : 1.7-) 
and [4] in C sharp minor (S-6 : 1.15—) of the first part. But then 
the end is suddenly and wonderfully changed: from C sharp 
minor to [7] in C sharp major (S-6 : 2.4-), and from poignant 
grief to understanding, noble resignation, sublimity. 

In the third movement there is bubbling playfulness that justi- 
fies the term 'scherzo’, which is Italian for joke . The structure 
is the three-part cycle of ‘scherzo with trio’ — that is, scherzo- 
trio-scherzo (don’t ask why, but just take ‘trio’ as the term for 
the middle part) ; and each part is itself cyclical, with an opening 
statement, a departure, a return, a repetition of the departure, and 
again the return. 

The playfulness which manifests itself first in the opening 
melody over the bubbling accompaniment (S-7) : 



then begins to manifest itself in surprises; and with Schubert the 
surprises are mostly shifts in tonality that are breath-takingly 
miraculous in process and effect. Thus, the departure from [ 1 ] 


(S-7: .3-): 
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begins in E flat major, but begins to shift at the point marked with 
an asterisk, and reaches A flat major in the fifth measure. The 
repetition of [2] shifts in the same way to D flat major, which is 
the key of the passage that follows (S-7 : .6-) : 
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miraculously to F sharp minor, and from there to its conclusion in 
A major, which is followed by other such shifts in the phrases 
that lead back to [1] (S-7: .12-). [1] having runs its course, 
[2] begins the repetition of the departure (S-7 : .15), which 
again leads back to [ 1 ] (S-7 : 1 .8+) . 
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The trio (S-7 : 1.1 2-) shifts from B flat major to B flat minor; 
and though the playfulness is clouded with melancholy it is still 
there, in the perverse accents of the bass, the surprise of the won- 
derful shift to D flat major at the point marked with an asterisk: 



There is a departure (S-7 : 2.-), a return (S-7 : 2.14-), again the 
departure (S-7 : 2.3 +), again the return (S-7 : 2.5). And then 
the scherzo once more, this time without the repetition of de- 
parture and return in its cycle. 

After this playfulness a sharply struck octave, [a] , dramatically 
compels our attention for the agitated and plaintive opening theme 
of the fourth and last movement (S-8) : 



as it does for each recurrence of the theme. A strange effect is 
produced by the fact that the tonality of the scherzo and of the 
present movement is B flat major, but the octave is a G introduc- 
ing a theme which begins in C minor, and which barely reaches 
B flat major when the G breaks in with C minor again. There is 
a brief departure (S-8 : .4-), which begins to gather momentum 
and force, only to be interrupted by the octave (S-8 : .6) intro- 
ducing the return of [1], Another departure is similarly inter- 
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rupted; and [ 1 ] this time is carried to the beginning of a new train 
of thought in F major (S-8 : .15+): 



with the rapid right-hand figuration and syncopated bass produc- 
ing an undercurrent of urgency and agitation under the lovely 
and wistful melody. This is elaborated extensively; then a stormy 
passage in F minor breaks in (S-8 : 1.12): 



which continues with forceful developments, then quiet and ex- 
quisite ones — the last (S-8 : 2.4-) : 



bringing the first premonition of the return of [ 1 ] . There are 
more such premonitions; and then the sharply struck octave 
breaks in (S-8 : 2.8-), bringing [ 1 ] , which begins a repetition of 
the entire sequence of ideas up to this point. There are, then, 
an exposition and a recapitulation without an intervening de- 
velopment; and the structure is called ‘abridged first-movement 
form’. But there is some development in the recapitulation: the 
first departure from [ 1 ] (S-8 : 2.1 1+) is not brief this time, but 
an extensive development of the first measure of [ 1 ], with a tre- 
mendous climax that subsides into the sharply struck octave (S-8 : 
3.7+) introducing the return of [1]. The rest follows as in the 
exposition without change except in key: the second departure 
from [ 1 ], and the second return; [2], now in B flat major (S-9 : 
.11-); [3 ] , now in B flat minor (S-9 : 1 . 1 2-) . Again the premoni- 
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dons of the return of [ 1 ] ; and the sharply struck octave (S-9 : 
2.I0-) introducing [1], which this time is dramatically inter- 
rupted by a second sharply struck octave a half-tone lower than 
the first, introducing an altered statement of [ 1] ; and this state- 
ment too is dramatically interrupted by a third sharply struck 
octave another half-tone lower, introducing another altered state- 
ment of [1], which this time continues further before it breaks 
off. A moment’s silence; then a quick section derived from [1] 
brings the movement and the entire work to an end. 

Concerning the four-movement structure of the sonata Sulli- 
van observes that “the general scheme of a first movement, usu- 
ally representing a conflict of some kind, followed by a medita- 
tive or consoling slow movement, and that by a section easing the 
way to a vigorous final statement, to the conclusion won, is . . . 
admirably adapted to exhibit an important and recurrent psycho- 
logical process.” In this sonata of Schubert, it is interesting to 
note, the implications of final retrospective summation, clarifica- 
tion, resignation are in the first movement, and to a degree in the 
second, and there are implications of stress and conflict in the last. 

I T is in his book about Beethoven that Sullivan makes his obser- 
. vation; and you will find that the observation applies to many 
of Beethoven’s works. But it happens not to apply to the particu- 
lar ones that we have considered. In the Sonata Opus 111 the 
psychological process is compressed into two movements: the 
conclusion you already know from our study of the second move- 
ment; and in the first you will now learn what preceded and led 
up to that final illumination. It is a movement which contrasts 
strikingly with the first movement of Schubert’s sonata; for it is 
concise, compressed, brief in style and structure where the Schu- 
bert was expansive, and it is grim, violent, raging in implications 
where the Schubert was calm. The grimness and explosive vio- 
lence are heard at once at the beginning of the slow introductory 
section; they flare up momentarily as this section becomes quieter 
with increasing suspense; and at the end the ominous trill in the 
bass explodes into this passage (P-1 : 1.6+) : 
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which hammers out first only a small part, [a], then a larger part, 
[b], and then all, [c], of the principal theme of the sonata-allegro 
movement that begins here. It is this theme that continues to be 
heard in an exposition in which violence subsides into momentary 
quiet only to flare up again; and a brief interlude of quiet (P-1 : 



is broken into by further violence which culminates in this up- 
ward rush to a sudden stop (P-1 : 3.-) : 



This concludes the exposition, which usually is repeated. The 
brief development of [1] (P-2: 1.1) works up with increasing 
intensity to a vehement restatement of [ 1 ] (P-2 : 1.9) that begins 
the recapitulation. This time the concluding upward rush ends in 
a passage (P-2 : 3.2): 



in which the violence at last spends itself. The brief concluding 
passage that follows, with its rapidly moving bass, conveys ex- 
haustion after all this violence; then suddenly, in the sustained C 
major chords and deeply solid bass figuration, there is quiet, peace. 
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knd after the last C major chord you hear next the opening C 
najor chord of the great theme of the second movement. 

I commented only briefly on the concluding theme and varia- 
:ions of the Sonata Opus 1 09; and I will make only brief observa- 
tions on the three movements of the work as a whole. The ex- 
traordinary thing for you to note in the first movement is the 
contrast between the extreme brevity and conciseness of its struc- 
ture, and the spaciousness of its implications. The movement is 
quietly and wonderfully reflective; it is in the fast second move- 
ment that you hear some of the violence and fierceness you heard 
in the first movement of Opus 111; and these are resolved in the 
great concluding theme and variations of the last movement. 

As for the Trio Opus 97 (‘trio’ here means a sonata played by 
three instruments), it is in four movements, but their scheme 
differs from the one Sullivan describes. The first movement is 
calmly and spaciously reflective, though with involvements that 
bring agitations, urgencies, tensions. Some of these occur, natu- 
rally, in the development (0-1 : 2.7, N-2 : 1.5-—), which is con- 
cerned chiefly with the beautiful opening theme; and they quiet 
down for one of the most affecting passages in the movement, 
derived from that theme (0-1 : 3.6, N-2 : 2.3-): 


w* y . _ ■ 


f f f f , , 

r r r r r r 

1 *- Z 

fTTHT 

frmr 




49 


Who Enjoys ‘Hamlet 3 

and leading into a striking passage (0-2, N-2 : 2.6+) : 



which begins quietly, but of which the trills [a] and the scale [b] 
acquire increasing momentum, sonority and intensity (the scale, 
for example, doubling its speed and changing from single to 
double notes on the piano) , until they reach a climax that subsides 
into the return of the opening theme (0-2 : 1.2+, N-2 : 3.7+) 
and the rest of the recapitulation. 

The second movement is not the slow movement of the work, 
but its scherzo movement — unusual in the leisurely spaciousness 
of the development of its opening theme (0-3, N-4): 



and in its somewhat ominous trio (0-3: 1. 13- N-4: 1.10): 



which is broken into repeatedly by a wildly boisterous episode. 

After the scherzo comes the slow movement— the great theme 
and variations we studied earlier. And the concluding transi- 
tional chord that I mentioned brings us to a fourth movement 
which leaves profundity behind for a wistful sort of gaiety. Its 
structure is cyclical: a 'rondo’, which keeps departing from the 
opening theme (0-9, N-9) : 
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and coming around to it again (0-9: 1.4+, 2.10- ; N-9: 1.3, 
N-10) —the last time to a very fast variant of it (0-10: 1.4, 
N-10 : 1.10). 


T HE great example of “a first movement, usually representing 
a conflict of some kind, followed by a meditative or consoling 
slow movement, and that by a section easing the way to a vigorous 
final statement, to the conclusion won,” is Beethoven’s Eroica 
Symphony (a ‘symphony’ is a sonata structure performed by an 
orchestra). Its first movement conveys — through its breathless 
urgency, its tremendous tensions and climaxes, its gigantic struc- 
ture— the working out of a great dramatic conflict; and the ex- 
position of thematic material is a statement of the elements of this 
conflict— very much like the first act of a play. 

The urgency and tension are experienced at once in the two 
opening chords like claps of thunder, which compel attention for 
the principal theme of the movement (beginning of T-l, W-l, 
B-l, K-l — T referring to Toscanini’s performance, W to Wein- 
gartner’s, B to Bruno Walter’s, K to Koussevitzky’s) : 



The theme begins quietly, but there is urgency in the rapid ac- 
companiment, and tension starts with the cellos’ C sharp, the 
violins’ syncopations in the fifth measure, the sf accentuations a 
couple of measures later. A new theme (T-l : .6+, W-l : .6+, 
B-l : .8+, K-l: .4+): 
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creates more powerful shocks and tensions with the violent synco- 
S»J of the portion marked [a] which work up to a 
forceful statement of [ 1 ] . This breaks off for a theme (T-l : . 1 2, 

W-l : .12- B-l : .12, K-l : .12): 



which again is quiet, but with tensions in the plaintive fragments 
of the melody, and urgency in the agitated accompaniment, an 
with a final explosion that leads to another theme ( 1-1 : , 

W-l: .15-, B-l: .15, K-l: .13-): 



which likewise begins quietly, but works up to die violence of the 
short rhythmic figures in this passage (T-l : 1.1-, w-i . ^ » 
B-l: 1.1, K-l: 1.1): 


violins 

[5] 

It is carried to a climax which subsides for a quiedy but poign- 
andy reflective interlude (T-l : 1,5, W-l : 1.5, B-l : 1.6, K-l : 

1 . 6 -): 


Even in this, tension is built up in the crescendo to the sf. Its last 
grave echoing fragments lead to a passage (T-l : 1.1 IK w ' i : 
1.10- B-l : 1.11, K-l: 112—): 
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17 

hushed, and made breathless through the rests in the first meas- 
ures, before it gathers momentum and blazes up into this almost 
triumphant proclamation of strength (T-l : 1.12, W-l : 1.12, 
B-l: 1.14-,K-1: 1.14+): 

[8 

It suddenly breaks into a rushing passage with powerful synco- 
pated accents that culminate in tremendous rhythmic shocks and 
tensions (T-l : 1.15+, W-l : 1.1S+, B-l : 2.1+, K-l : 2.2-): 

orchestra 


These break off, but only for the phraseological tensions of this 
passage (T-l : 2.1+, W-l : 2.2- B-l : 2.4-, K-l : 2.4+) : 

Violins- 

[10 

ceii<* 

which work up to the vehemence of the exposition’s conclusion 
(T-l : 2.4+, W-l : 2.4+, B-l : 2.7, K-l : 2.7): 

. . _ yiQlins 

11 


The sudden quiet references to [ 1 a] lead to a hush which creates 
increasing suspense, until it is broken by a sudden flare-up of in- 
tensity which brings the beginning of the development. 

la die development — with its references back to material al- 
ready stated, its manipulation of this material and new material 
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in progressions that work up to great climaxes— you get the in- 
volvements and crises of the drama, very much as in the later acts 
of a play. The first of these progressions begins with develop- 
ments of [3] (T-l : 2.10, W-l : 2.11, B-l : 2.13, K-l : 2.14), 
which subside into hushed developments of [ 1 ] that quickly blaze 
up into a combination (T-l : 2.15, W-l : 3., B-l : 3.3-, K-l : 
3.4-): 


violins 



which imparts to [1] the violence of the rhythmic figures of 
[5]. Then [12] breaks off suddenly for this passage (T-l : 3.1+, 
W-l: 3.2+, B-l: 3.5-, K-l: 3.6): 



only to break in again; and again it breaks off for the same pas- 
sage, which now is carried to a climax — the climax of the first 
progression, and its end; after which the second progression be- 
gins. Like the first it begins with developments of [3] (T-2: 
.7-, W-2 : .6, B-2 : .6, K-2 : .6+), which now continue with 
increasing involvement and intensity to the beginning of this 
passage (T-2 : .13, W-2 : .13, B-2 : .14, K-2 : .13+): 



in which you experience again the powerful shocks and tensions 
created by the violent syncopated accents of [ 2a] . As the passage 
continues these shocks and tensions increase, until at the climax 
(T-2: 1.3, W-2: 1.3, B-2: 1.5, K-2: 1.4): 
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they reach a shattering maximum at the point (marked with 
asterisks) where they combine with the tensions of the dissonant 
juxtapositions of E and F. The tension is relaxed; and a third 
progression begins with a poignant theme that makes its first ap- 
pearance at this point (T-2 : 1.6, W-2 : 1.6+, B-2 : 1.8+, K-2 : 
1.7+): 



Vehement developments of [1] interrupt (T-2: 1.10, W-2: 
1.10+, B-2: 1.13, K-2: 1.12-), but break off for [16] again, 
which leads now to this passage (T-2 : 2.4-, W-2 : 2.4+, B-2 : 
2.8-, K-2: 2.6-): 
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with tensions from the gigantic leaps in the bass that are worked 
up to another maximum point (T-2 : 2.1 1-, W-2 : 2.1 1, B-2 : 
2.15+, K-2: 2.13): 
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where there are the terrific tensions —after all the agitated move- 
ment -of the four sustained and accented chords, unsupported 
and m aintainin g themselves high up by their own inner force; 
and the equal tensions, down below, of the silence, then of the 
powerful three-note figure. These tensions are relaxed, in the rep- 
etition of the four measures, by the drop to p, then by the 
further decrescendo, the descent of the chords, the doubled speed 
of the three-note figure. There is a hush, suspense; a horn begins 
[1], only to be interrupted by an outburst from the entire or- 
chestra; and this introduces the statement of [ 1 ] that begins the 
recapitulation (T-3 : .3-, W-3, B-3, K-3). 

It is a statement of [ 1 ] which, when it reaches the cellos’ C 
sharp and the violins’ syncopations in the fifth measure, resolves 
the tensions by a modulation, as breath-taking as one of Schu- 
bert’s, into remote and serene tonal regions (T-3 : .5+, W-3 : 
.4-, B-3 : .4-, K-3 : .3+): 



before the original stormy course of the material is resumed. The 
effect of a recapitulation can be a resolution of the crises of the 
development; in the present instance it appears to leave the ele- 
ments of the conflict as they were. The sequence of material 
leads, as before, to the concluding vehemence of [11] (T-3: 
2.10, W-3 : 2.1 3-, B-3 : 2.144, K-3 : 2.10); but the quiet refer- 
ences to [ 1 ] that follow now lead to a section of final summation 
(for which, you may as well learn at this point, the term is 
‘coda’), more extensive than any you have encountered, and 
bringing new involvements before it reaches final conclusions. 
And it is in this coda, like the epilogue of a play, that the conflict 
appears to be resolved at last. 

It begins with [la] in a new combination (T-4 : .44, W-4 : 
.2, B-4 : .5, K-4): 
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violins 


[20 

violins 

with new implications from the poignant figure [b] that work 
themselves out in the development of this figure. The develop- 
ment leads into [16] (T-4: .9, W-4 : .7+, B-4: .10, K-4: .7—); 
but the course of [16] is interrupted by [20b], which as it dies 
out creates suspense for the return of [17] in a new combination 
(T-4: .15+, W-4: .15, B-4: 1.2-,K-4: .15-): 


121 


with the tensions of both bass and upper voice working up to a 
high point and then being relaxed. The last involvement has now 
been resolved; the rest is concluding affirmation, with [ 1 ] in a 
new combination (T-4: 1.7+, W-4: 1.8, B-4: 1.10+, K-4: 
1.9): 

[22 


building up with increasing intensity and sonority to last strong 
proclamations. These break off suddenly for a reference to [4] 
(T-4 : 2.4-, W-4 : 2.5-, B-4 : 2.7+, K-4 : 2.8+) , which quickly 
blazes up again into a last forceful passage with powerful rhyth- 
mic tensions that brings the movement to a close. 
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The second movement is a funeral march, as gigantic in struc- 
ture and powerful in implications as the first movement. It be- 
gins with a poignant lament (T-5, W-5, B-5, K-5 ) : 



played first by the violins, with powerful comments by the string 
basses, and repeated by the oboe. Then the violins re-enter to 
carry the thought further (T-5 : 1.2—, W-5 : 1.1+, B-5 : 1.2- 
K-5 : .15): 



cellos [ a ] 


with [a] be ginning a transitional passage, increasingly hushed and 
dark, which is suddenly broken into violently by [ 1 ] in an al- 
tered form (T-5 : 1.14, W-5 : 2.-, B-5 : 2., K-5 : 1.11). All this 
too is repeated by the oboe. Then comes a passage (T-5 : 3.34-, 
W-6 : .6, B-6, K-5 : 3.+): 



beginning quietly but continuing with violent accentuations, that 
br ing s this first part of the movement to a conclusion. 

Now comes the second part, in which the weight of grief and 
despair is lifted by a theme with consoling implications (T-6, 
W-6: 1.24, B-6: .13+, K-6): 
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It leads to a strong outburst of the entire orchestra, and then is 
developed extensively and with increasing involvement before 
it ends once more in the outburst of the entire orchestra. This 
breaks off, leaving the strings to make a vehement descent into 
the depths of grief and despair again— to the point (T-6 : 2.44-, 
W-6 : 2.124, B-6: 2.14, K-6: 2.5-) where [1] returns, appar- 
ently beginning the repetition of the first part, but bringing in- 
stead the tremendous involvements and crises of the movement. 
That is, the conclusion of [ 1 ] brings an interruption by the two 
violently accented subjects of a fugal passage (T-7, W-7, B-7, 
K-7): 



violas 


in which each successive statement of the subjects contributes to 
the gradual building up of texture, sonority, intensity to a tre- 
mendous climax. This breaks off with a great wrench; and you 
hear a fragmentary reference to [1] (T-7: 1.144, W-7: 1.144, 
B-7 : 1.94, K-7 : 1.124), which the violins carry higher, reach- 
ing a point of motionless suspense. Suddenly cellos and basses 
break in violently, joined by more and more of the orchestra in 
a tremendous outburst, which gradually subsides into a poign- 
antly accented figure that continues as an accompaniment to [1] 

(T-7: 2.13, W-7: 2.13-, B-7: 2.8, K-7: 2.11): 



in the repetition of the first part of the movement, which now at 
last begins and continues without interruption. 
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Its conclusion is the beginning of the coda (T-8 : 1.8, W-8 : 
1.8-, B-8 : 1.5, K-8 


t 

The violins’ melody, which seems to reach a consoling conclusion 
after what has preceded, continues with powerful tension-creat- 
ing inflections that die out into exhausted whispers. You hear 
[2a] (T-8 : 2.2, W-8 : 2.1, B-8 : 2.-, K. 1.12), hushed at first, 
then increasing in intensity and subsiding, its conclusion leading 
to a poignant outcry (T-8: 2.10-, W-8: 2.9+, B-8: 2.7+, 
K-8: 2.4): 



which is repeated, and in its repetition is elaborated and intensi- 
fied, subsiding into a last broken, despairing statement of [ 1 ] by 
the violins (T-8 : 2.15, W-8 : 2.15+, B-8 : 2.13, K-8 : 2.10), 
which ends with a last cry from the entire orchestra and last 
powerful comments from the string basses. 

After this comes the scherzo movement— with its exuberant 
playfulness, its joyousness, achieved on the same large scale as the 
conflict of the first movement, the grief and despair of the second. 
The playfulness, as in the scherzo of Schubert’s sonata, manifests 
itself in surprise; and Beethoven’s surprises are those of sonority 
and structure. Thus, for a long time the scherzo chatters along 
under wraps; and in this whisper its cyclical structure— of open- 
ing statement (T-9, W-9, B-9, K-9) : 
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departure, carrying the same thought further (T-9 : .9, W-9 : 
.3+, B-9 : .3+, K-9 : .4-), and return to [ 1] (T-9 : .14+, W-9 : 
.8, B-9 : .8, K-9 : .8-) — is completed; when it blazes up unex- 
pectedly into an exuberant and extended statement of [1], and 
—as unexpectedly — keeps going with new thematic material and 
new shocks in sonority, ending with a bang; after which the whis- 
pered departure (on T and K, not on W and B) once more leads 
back to [ 1 ] and to the surprises that follow. 

Then comes the trio of the movement’s larger scherzo-trio- 
scherzo cycle— itself a cycle of statement, with horns imitated 
playfully by oboes and strings (T-10, W-9 : 1.1+, B-9 : 1.2-, 
K-9: 1.13): 


strings 

oboes 



departure, with the vigor of the full orchestra giving way to the 
suave fooling of the woodwinds, then of the strings (T-10 : .4-, 
W-9: 1.4, B-9: 1.6-,K-9: 2.+): 



and return to [2] (T-10: .7, W-9: 1.7, B-9: 1.9, K-9: 2.3); 
and departure a second time (T-10: .12, W-9: 1.1 1+, B-9: 
1.14, K-9 : 2.7-), again leading back to [2]. 

And finally the repetition of the scherzo — with the conclud- 
ing bang followed by a new surprise (T-10 : 2.8-, W-9 : 3.2, 
B-9: 3.7, K-9: 3.13): the ominous drumbeats and joyous cre- 
scendo of die short coda. 

“His forms become more subtle as his animal spirits rise,” re- 
marks the great English critic Tovey of Haydn. It will repay you 
to look in Haydn’s music for the confirmation of that statement, 
later on; right now you may observe how the exuberant energy 
and high spirits that were evident in the scherzo of Beethoven’s 
symphony manifest themselves in a final movement which is one 


Who Enjoys ‘Hamlet* 61 

of the most extraordinary of all pieces of musical construction - 
in the insignificance of the material it starts with, the profusion 
and variety of what it does with this material, the greatness it 
produces with the material in the end. 

First you hear a loud introductory passage ending with many 
-in fact too many -concluding flourishes, as though to prepare 
you for something momentous — and comparably loud —to come. 
And what comes— after this great build-up— is an absurdly in- 
significant passage plucked by the strings (T-ll : .5-, W-10: 
.3+, B-10: .4-, K-10: .4+): 



which is the first part of a theme that will undergo variation. And 
as if that were not absurdity enough it is followed by the sur- 
prises— of silences broken now by explosions, now by whispers 
—of the second part of the theme (T-l 1 : .8, W-10 : .7, B-10 : 
.7+, K-10: .8): 



There is humor again in the accompanying figure at the begin- 
ning of the first variation (T-l 1 : .12, W-10 : .1 1+, B-10 : .12—, 
K-10: .12): 




an4 in the rest of the material that glides about the theme. And 
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all the chatter and darting about the theme in the second variation 
is also amusing (T-ll : 1.3-,W-10: 1.3, B-10: 1.3,K-10: 1.3): 



P 


In the next variation [1] and [2] are combined with the two 
parts of a charming melody (T-ll: 1 .9+, W- 1 0 : 1.1 0+, B-10 - 
1.1 1-, K-10: 1.1 1-): 



and the second part is carried to the point where a fugal treat- 
ment of [1] begins (T-ll: 2.2+, W-10: 2.3+, B-10: 2.5+, 
K-10: 2.6+) : >• 




Who Enjoys ‘Hamlet’ 63 

with increasing involvement and intensity as it works up to a 
climax. This breaks off suddenly; but the excitement and urgency 
continue as the melody of [7] returns (T-ll: 2.13, W-10: 
2.15, B-10: 3.1, K-10 : 3.3-), is repeated in varied form, and 
continues with [8] in a double variation — first this light-footed 
gaiety (T-ll : 3.-, W-10: 3.2, B-10: 3.5-, K-10 : 3.6): 



which continues, leading to [ 1 ] in a new combination with a 
vigorous dance-tune (T-l 1 : 3.3+, W-l 1, B-l 1, Kl- 11): 



Instead of a variation of [2] you get this continuation of [12] 
(T-l 1 : 3.6+, W-l 1 : .4+, B-l 1 : .4, K-l 1 : .5-) : 



which goes on with concluding flourishes that lead to a momen- 
tary pause. Once more the melody of [ 7 ] is heard (T- 1 2, W- 1 1 : 
.11+, B-l 1 : .11+, K-l 1 : .12-) ; then involvement begins again 
as its first measures, combined with those of [ 1 ], are carried into 
different tonal regions in a premonitory hush, out of which there 
suddenly emerges the subject of the fugal passage, now inverted 
and made the subject of a new fugal passage (T-12 : .6, W-l 1 : 
1., B-l 1 : 1.+, K-ll: 1.1—): 




in the course of which you hear a gay, rhythmically altered ref- 
erence to [7], and at the climax the fugal subject proclaimed 
triumphantly in both uninverted and inverted forms. The climax 
increases in intensity, with concluding flourishes that prepare 
you for something momentous to come. And this time, after a 
moment’s silence, something momentous does come: the melody 
of [7] in slow tempo, with implications of great solemnity and 
sublimity (T-12: 1.6+, W-ll : 2.1, B-ll : 2.2+, K-ll : 2.3-). 
Its two statements (first by the oboe, then by the violins) lead 
to this variation of the melody of [8] (T-13, W-12, B-12, 
K-12): 


n ifjijJ rfniiniirrr^ 


which is also repeated, leading to a majestic statement of [7] and 
[8] (T-13: .13, W-12: .11, B-12: .11-, K-12: .12+). This 
subsides into quietly retrospective reflections (T-13: 1.6-, 
W-12: 1.4+, B-12: 1.4, K-12: 1.7-): 


strings 


violins 

rf t>i, \ ^ jidW-'fl-y-r 
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V h oboe 



etc. 


which lead to the beginning of new involvement— the rhythmic 
tensions of this new variation of [7] (T-13: 1.10, W-12: 1.9, 
B-12: 1.9+, K-12: 1.12+): 
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The involvement and urgency increase with the development of 
[11] and the faster pace, until a climax is reached, which breaks 
off for a dramatically hushed passage (T-13 : 2.3-, W-12 : 2.3-, 
B-12 : 2.4, K-12: 2.6+) : 



that creates increasing suspense — until suddenly the hush and sus- 
pense are broken by the loud introductory passage of the begin- 
ning of the movement, which this time continues with joyous ref- 
erences to [7] that are built up to a triumphant conclusion. 


A NOTHER outstanding example of this four-movement 
l scheme is Schubert’s Symphony No. 9 in C major. In its first 
movement there is none of the breathless urgency and violent 
tensions that we heard in the Eroica ; what it conveys is not con- 
flict but involvement— involvement concerned with great issues. 
You know this from the solemn introduction, and from the won- 
derful pronouncement of the trombones late in the exposition 
(W-2 : 1.8+, B-2: 1.7+, S-2: .14- W referring to Walter’s 
performance, B to Boult’s performance, S to Stock’s perform- 
ance): 



which attains its full power in the tremendous climax of the de- 
velopment (W-2: 2.14, B-2: 2.10+, S-2 : 2.3-). (This climax 
breaks oflF for one of those passages with the instantaneously 
achieved intensities of loveliness and expressiveness which set me 
to hunting for words that will adequately characterize means and 
effect, and compel me in the end to express this in the word 
‘miracle’.) 

Poignant grief -but without the intensity and despair of the 
Eroica funeral march— is conveyed by the oboe’s theme in the 
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first part of the second movement; the second part is consoling, 
and ends with one of the most wonderful of Schubertian mir acles 
- the passage of transition ( W-5 : 1 . 1 0+, B-5 : 1 . 1 1-, S-5 : . 1 5 ) : 




back to the first part. And the course of the repeated first part is 



which with the two-note figure [a] reiterated like a warning 
of doom— is carried with increasing urgency to shattering catas- 
trophe and silence; after which a few mournfully retrospective 
measures lead to the momentary consolation of the repeated sec- 
ond part, the grief of the coda. 
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The scherzo follows, tremendous in structure and power— the 
power, for example, developed by the crescendo of this gigantic 
upward and downward swing (W-8: 1.4, B-8: 1.1 0+, S-7: 
1.4): 

WOQ<iw irvfc _ _ 


Hr i i i i r \ \ 



that leads to the return of the opening theme. 

And finally a movement which is one of the most extraordinary 
in all music in the sheer momentum of its creative energy, the 
power and magnificence of what this energy produces. The im- 
petus of the sharp rhythm of chords and the whirl of strings at 
the beginning (W-10, B-10, S-9): 

[1 



carries them through the long opening section, continues through 
the powerful reiteration of the first four notes of this theme 
(W-10: 1.9-,B-10: 1.5, S-9: 1.8): 



and continues through the unceasing rhythm and whirl of [ 1 ] 
and reiterated notes of [2] in the development, the recapitulation, 
the great coda — that tremendous crescendo of rhythm, whirl and 
reiterated notes from initial darkness and dread (W-12 : 1.1 2-, 
B-12 : 1.15-, S-ll : 2.-) to concluding radiance and exaltation. 


I N striking contrast to this and the other exalted conclusions we 
have been concerned with is the despairing lament with which 
Tchaikovsky’s Pathetique Symphony ends. That is one interest- 
ing fact about the work; but more important is the fact that what 
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it communicates is powerful and affecting in the musical form in 
which it is communicated. That form is the product of dramatic 
imagination, of feeling for the entire complex of musical line, 
color, texture, mass, and of taste which uses these elements with 
economy, precision, discretion. And in it the thing for you to 
note particularly is the color — or rather the color as one element 
that heightens the effect of the others. 

We have already encountered an example of this in the transi- 
tion I pointed out in the second movement of Schubert’s C major 
Symphony. The passage is wonderful even when played on the 
piano; but it is magical when the repeated G is that of a horn and 
the answering chords are those of strings. And in Tchaikovsky’s 
Pathetique also there are superb musical ideas whose effect is 
heightened by their instrumental coloring. Listen, for example, to 
the melodic line of solo bassoon over accompanying string basses 
in the opening passage of the work, and note the shift of the 
melody to the violas for its climax. And when this passage is re- 
peated, note at the end (F-l : .13, 0-1 : .12-,-F referring to 
Furtwangler’s performance, O to Ormandy’s) the sustained chord 
of low strings and bassoon, the entrance of the horn which re- 
leases this chord, the addition of the high woodwinds, then the 
horn an octave lower, and the addition of low woodwinds and 
violas. Listen, in the development, to the passage for trumpet and 
trombones over the ominous rumble of cellos and basses (F-3 : 

0-3 : 1.8-), with the rest of the brass joining in as the pas- 
sage begins to work up to a climax. Listen to the dramatically 
hushed passage after this climax -to the sustained line of the 
trombone behind the violins and violas, and its descending move- 
ment as they begin to gather momentum (F-3 : 2.3+, 0-3 : 2.2-): 



with agitatedly repeated notes from the horns up above and 
ptacked notes from cellos and basses down below. Listen, in the 
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coda of the second movement, to the descent first of the wood- 
winds, then of the brass, against the ascent of the strings (F-7 : 
2.9, 0-6: 2.8); and a little later (F-7: 3., 0-6: 2.15-) to the 
succession of solo woodwinds over strings. Listen to the exquisite 
textures at the beginning of the third movement. Listen, in the 
fourth movement, to the bassoons and flutes which punctuate the 
first lamenting phrases of the strings; as the strings continue note 
the continuing line of woodwind counterpoint; when the lament- 
ing phrases return (F-10: 1.5, 0-9 : 1.) note the punctuating 
bassoons, which continue to the beginning of the consoling sec- 
ond part. Note in this part the tact with which the brass com- 
ments on the melody of the violins (F- 11 : .10, 0-9 : 2.6+) ; and 
note that when the comment is more powerful later on it is in 
proportion to the power of the last statement of the melody 
(F-l 1 : 1.5, 0-9 : 3.). When the lamenting phrases return (F-ll : 
2.6-, 0-10: .6) note that it is the horns that punctuate them; 
and "that when, after the climax, the phrases are vehement 
(F-l 2 : .12-, 0-10 : 1.1 2-) the punctuating horns are raspingly 
muted. And listen to the passage for trombones and tuba that 
leads to the despairing conclusion. 

Listen to all these details, and you will become aware of the 
many others. And you will realize that the imagination, the feel- 
ing for the medium, and the taste which produce the quiet pas- 
sages I have mentioned also produce the tonal magnificences 
(e.g., F-4, 0-4). 

H AVING given ear to skill in use of the medium, let us go on 
to consider supreme mastery. No composer has produced 
phraseological contours as exquisite, textures as ravishing, forms 
as perfectly proportioned as those of Mozart. They may seem 
thin and pale, and what they communicate may seem insignifi- 
cant, after the magnificent sonorities of Tchaikovsky, the im- 
mensities of Beethoven and Schubert. If they do, it means that 
you must listen long and attentively; then you will begin to per- 
ceive what powerful emotions are communicated in these forms 
of crystalline clarity and delicacy, and in time you will find the 
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communication to be the more affecting for its subtlety, economy, 
concentration. 

You will, that is, come to feel what expressive force is packed 
into the exquisitely contoured opening theme of the Symphony 
in G minor: 


violins r 


[a] [a] Jbl_ 






etc 


the force producing those first small eruptions [a], and the final 
large eruption [b], creating a tension which is released in the 
gradual descent of the remainder of the theme. Later— after the 
more obvious shocks of a forceful transitional passage — there are 
the expressive force, the tensions at the points marked by asterisks, 
in this theme (T-l : .13-, B-l : .12-, K-l : .12 — T referring to 
Toscanini’s performance, B to Beecham’s, K to Koussevitzky’s) : 

clarinet 

bassoon 

[2J 



and the ear is delighted not only by the contours of the melody 
but by the textures of strings and woodwinds in alternation. And 
similar contours, tensions, textures are to be heard a little later 
(T-l: 1.5-, B-l : 1.3+, K-l : 1.3-). 

At the beginning of the development (T-2, B-2, K-2) : 



there are the marvelous sound and poignant effect of the shifts in 
tonality at the points marked with asterisks. These modulations 
are as wonderful as Schubert’s; and I should say here that there 
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is as frequent necessity for use of the word ‘miracle’ to describe 
instantaneously achieved intensities of loveliness and expressive- 
ness in Mozart’s music as in Schubert’s. A forceful passage breaks 
in and leads to a succession of delicately wrought developments 
of [ 1 ] that are nothing less than miraculous in texture of sound 
and expressive effect (T-2 : .12-, B-2 : .10, K-2 : .9): 


Wolins 



Note sound and effect of woodwinds added to violins at the be- 
ginning; the sustained F of bassoon and clarinet down below in 
the second measure, its shift to G in the fifth measure; the addi- 
tion of the lower strings in the eighth measure; their successive 
shifts to lower positions in the tenth measure and the twelfth. 
And after the powerful passage which breaks in there is the won- 
derful transition (T-2: 1.2- B-2: .15+, K-2: .14+): 


vroodwmtk ^ 

i J'-'T -J 



back to [ 1 ] of the recapitulation. 
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In the recapitulation note sound and effect of [2] in G minor 
(as against B flat major in the exposition) (T-2 : 2.3+, B-2 : 
2.+, K-2: 1.14+) : 


woodwtndi 



and note this change also later on (T-2 : 2. 1 3-, B-2 : 2. 1 0-, K-2 : 
2.8). And in the brief coda note the expressiveness and the ten- 
sions built up by overlapping statements of the variant of [ 1 ] 
(T-2 : 3.4-, B-2 : 3.+, K-2 : 2.13+). 

In the opening theme of the second movement (T-3, B-3, 
K-3): 



there are the tensions built up by the successive entrances of [a], 
released in the exquisite contour of [b]; the tensions then of [c] 
and [d], with their characteristic Mozartian contours and poign- 
ancy. [a] and the initial two-note figure of [d] continue to be 
heard and to create such tensions throughout the movement — 
for example, in the powerful passage which begins the develop- 
ment (T-4, B-4, K-4) — the movement being in first-movement 
form, with recapitulation at T-4 : .15+, B-4 : 1.1+, K-4 : .5-. 

In the third movement — in Mozart’s day not a scherzo-trio- 
scherzo but a slower minuet-trio-minuet— the power of the 
opening statement of the minuet (T-5, B-5, K-5): 





by the overlapping statements of [1], which pile up tension- 
producing cross-rhythms, until suddenly the tumult breaks off 
for a conclusion that is another miracle of delicate texture with 
poignant effect. And in the trio (T-5 : 1.4+, B-5 : 1.7, K-5 : 
1.4+) there are more such textures. 

In the finale (first-movement form, with development at T-6 : 
1.6, B-6: 1.7+, K-6: 1.7+, and recapitulation at T-6: 2.4- 
B-6 : 2.6+, K-6 : 2.6+) after the violence of the opening there 
is this passage to take note of (T-6 : .12, B-6 : .13+, K-6 : .13): 



with the characteristic contours, and their tensions and expres- 
sive effect; and particularly its conclusion (T-6 : 1.1, B-6 : 1.2-, 
K-6: 1.2-): 
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and I give its four clauses in full in order to point out some of the 
things that make it one of the most wonderful pages in all music 
(T-6 : 2.10, B-6 : 2.14, K-6: 2.14-): 



In A there are the exquisite contours and poignant effect of the 
melody; in B the rhythmic tensions of the reiterated D in the first 






Who Enjoys ‘Hamlet 1 75 

two measures suddenly erupt into the violent distention of con- 
tour and agonized implications of the next two— all over mar- 
velous harmonic progressions in the lower parts; in C there is a 
shift from textures of strings to those of woodwinds and horn, 
with even more marvelous harmonic progressions, including the 
breath-taking shift to A flat in the fifth and sixth measures; in D 
there are not only the melody of the woodwinds and the har- 
monic progressions of the low strings, but those poignant three 
G’s of the violins in the third and fourth measures, which make 
the passage almost more than ear, mind and heart can endure. 

O F the four passages of music with which you familiarized 
yourself early in the book, one remains — the piano’s open- 
ing statement in the first movement of Beethoven’s Piano Con- 
certo No. 4. The formal structure of this movement is essentially 
that of the first movement of a sonata or a symphony, but with 
interesting features that result from its being — as its title sur- 
prisingly indicates — concerted music, and concerted music which 
employs the particular concerted procedure that has been called 
the ‘concerto principle’. This procedure is the alternation, the 
opposition, the interplay of two groups of performers, one large 
and one small; and for an example of it in its early and simple 
form listen to the engaging first movement of Bach’s Branden- 
burg Concerto No. 2. 

In this piece the large group is the entire small orchestra of 
strings, flute, oboe and trumpet; the small group is a part of this 
large group —the flute, the oboe, the trumpet, and a single violin, 
which repeatedly detach themselves from the orchestra. The en- 
tire orchestra opens the movement with a buoyant and brilliant 
passage, then breaks off for a contrasting passage played by the 
solo violin; then the entire orchestra breaks in with a part of its 
opening passage, and again breaks off, this time for the solo violin 
and oboe; again the orchestra breaks in with part of its opening 
passage, and breaks off this time for the solo oboe and flute; 
and so on throughout the movement to a concluding restatement 
of the opening passage by the entire orchestra. This opening 
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passage which keeps returning with the large group is called, 
logically again, the ‘ritornello’. 

After this listen to the first and last movements of Bach’s Con- 
certo in D minor, chiefly because the work is one of the greatest 
examples of Bach’s large-scale emotion working itself out into 
large-scale construction by means of astoundingly inexhaustible 
powers of invention and manipulation— the continuing impetus 
and drive of the flood of ideas in the last movement being as 
breath-taking in its own way as that of the finale of Schubert’s C 
major Symphony. In addition there are these things to take note 
of: set against the orchestra of strings is only one solo instru- 
ment, whose solo passages in these two movements are more ex- 
tensive and richly elaborated than those we heard in the Branden- 
burg Concerto. And the middle movement, which may need 
several hearings for you to grasp, is something new for you in 
structure. A grave opening statement by the orchestra is repeated 
as a bass over which the solo instrument begins an eloquent 
dialogue with part of the orchestra; this bass continues to be re- 
peated, each time in a different key, as a sort of ground-bass for 
the wide-ranging and ornate dialogue, giving it a coherent struc- 
tural foundation; and at the end the solo instrument is silent while 
the orchestra repeats its opening statement, which is the more im- 
pressive for all that has intervened. 

Turning now to the concerto of Mozart, you will find in it the 
concerto procedure integrated with sonata structure. Earlier you 
noted the dramatic implications of the sonata first-movement 
progression of exposition, development and recapitulation; now 
you will find that when the progression is the first movement of 
a Mozart piano concerto its dramatic character is heightened by 
die opposition of orchestra and solo piano. This opposition is in- 
tensified and made more dramatic by the fact that the orchestra 
is not just a group of strings, as it was in the Bach concerto, but 
strings and wind instruments which are themselves engaged in 
liveliest interplay; that this orchestra’s opening ritornello is not 
the brief one of Bach but a necessarily extensive statement of 
,so3m of die numerous themes of the sonata-form exposition; that 
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being more extensive the orchestra’s ritomello delays the entrance 
of the solo piano, and in so doing creates suspense in anticipation 
of this entrance; and that the solo piano, therefore, when it does 
at last make its entrance, must do what will justify the build-up 
and spotlighting and will make it stand out in sharp and effective 
contrast to the orchestra that has preceded it. And what raises 
the procedure to incandescence is Mozart’s personal involvement 
in it— the fact that it is he who is matching himself, asserting 
himself against the orchestra. 

Mozart, that is, wrote most of his piano concertos for the occa- 
sions when he presented himself to the public as the greatest mu- 
sician of his time— the greatest pianist, exhibiting his brilliance 
and taste in performance in music especially written for the pur- 
pose by the greatest composer. He wrote a concerto, then, as an 
actor might write a play for himself to act in, or a dancer might 
compose a ballet for himself to dance in; and he produced a musi- 
cal equivalent of these dramatic forms. The orchestra’s extensive 
opening statement created the sort of suspense that is created by 
the minor characters or dancers who occupy the stage in antici- 
pation of the entrance of the chief character or dancer; at its con- 
clusion the orchestra bowed itself from the center of the stage to 
permit Mozart to make an arresting first entrance, to hold atten- 
tion with exquisite melodies, brilliant passage-work, spirited 
dialogue with the orchestra, to impress, delight, provoke excla- 
mation or applause, and to make a first exit; after which the 
orchestra’s ritornello prepared for his next scene, and so on 
through the rest of the movement to the last ritomello, which 
paused on an inconclusive cadence to allow him to amaze the 
audience with his powers of improvisation in the ‘cadenza’, and 
which then resumed its course to bring the movement to a close. 
After this came the slow movement, which presented him as 
composer and performer of melody in sustained vocal style. And 
then a brilliantly gay finale, in which he could indulge his love 
of fun. 

Writing for this purpose, writing with awareness of triumphs 
already achieved, with anticipation of triumph about to be won, 
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he wrote with exuberance; and Tovey’s remark about Haydn 
applies also to Mozart, for whom, however, it must be amplified: 
as Mozart’s spirits rise not only do his musical forms become fas- 
cinatingly subtle, but the substance that assumes these forms is an 
inexhaustible flow of such loveliness, such intense poignancy, 
such gaiety and wit, such dramatic power as only he has given 
us. And inexhaustible, also, is the variety of this substance; for in 
one concerto after another he wrote to impress his audience with 
his new and astounding ways of doing the same things. In this 
way he produced in the first movement of the Concerto K.595, 
for example, those bold modulations in the dialogue of piano and 
orchestra at the beginning of the development that must have 
taken his audience’s breath away; or in the slow movement of 
K.467 that long, calm cantilena over agitated triplets and excit- 
ing plucked bass-notes, after which audiences today can be heard 
to take a deep breath (K.595 means No. 595 in Kochel’s Cata- 
logue; in Schnabel’s performance those modulations begin at S-2 : 
1.5). Indeed, opportunities for the fun he delighted in arose out 
of the fact that, writing for an audience which knew the formula 
he was using, he could play with this audience a little game of 
now doing what it expected and now doing the opposite. 

You get, then, in the concertos not only some of Mozart’s 
greatest utterances, but utterances as varied as the powerful first 
movements of the two concertos in minor keys, K.466 and 491, 
the lovely and wistful first movement of K.488, and that first 
movement of K.595, which is unique in its implications of late- 
in-life calm, with intimations of agony that preceded calm (for 
example, the second, altered statement of the phrase that is heard 
at S-l : .12). And you get utterances not only as profound and 
pathetic, but as varied in their method, as the slow movements of 
K.453, 482, 488, and above all that slow movement of K.467. 


C HOICE is therefore difficult; and if I choose for our consid- 
eration the Concerto K.453 it is because of the opening 
theme (F-l — F referring to Fischer’s performance): 
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in which, it seems to me, are concentrated as in no other the 
qualities of feeling and style that are characteristic of Mozart — 
the chivalresque pride and grace communicated by the first sounds 
of the violins to [a] ; the poignancy, at once intense and reserved, 
communicated by the exquisite curve upward and downward in 
the remainder of the violins’ statement; the mocking high spirits 
communicated by the punctuating flutters of the woodwinds. 
The movement, observes Tovey, is “in the most intellectual vein 
of high comedy”; but already in this first theme— so character- 
istic in its mingled poignancy and humor— you have an illustra- 
tion of another observation by Tovey about Mozart— that the 
language of comedy is often the only dignified expression for the 
deepest feelings; and the movement will provide other illustra- 
tions of this. 

The thought thus begun is continued by strings and wood- 
winds, until this forceful passage breaks in (F-l : .6): 



Its conclusion brings one of Mozart’s comic touches: the pompous 
flourishes of the full orchestra; then the orchestra stopping while 
the bassoon chortles on by itself (F-l : .10+) : 



The other winds and the violins join the bassoon in what becomes 
a transition to this poignant theme (F-l : .12+): 


8o 
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It is repeated by the woodwinds with echoing figures from the 
violins; then suddenly the atmosphere darkens with suspense 
(F-l : 1.1+): 


t 

This is the first intimation of the approaching conclusion and 
new event; and the impression is strengthened by this statement 
(F-l: 1.4): 

[6 

which is repeated with marvelous descending counterpoint of 
woodwinds; and by further material, including finally this pas- 
sage (F-l : 1.8): 



And then the piano enters. 

It repeats [ 1 ] — with the woodwinds contributing their punc- 
tuating flutters as before; then — with woodwinds and str ing s 
joining in -it continues this line of thought, until the orchestra 
enters with [2] , quietly this time, joined by the piano, which goes 
on with rapid passage-work (while strings and woodwinds are 
also active) . This leads to the piano’s statement of an entirely new 
theme which darts sharply this way and that in high spirits (F-l : 
2 . 6 ): 
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The repetition of [ 8 ] , begun by the piano, is taken over by oboes 
and bassoons while the piano contributes exquisite accompany- 
ing figures; these develop into passage- work which culminates 
in the piano’s proclamation (F-l : 2.14+) of the pompous flour- 
ishes of [3], continued as before by the chortling bassoon; and 
again the other winds and strings join the bassoon in a transition 
to the piano’s statement of [4] (F-l : 3.+). It is repeated by 
woodwinds with echoing figures from the piano, which then 
begins passage-work of increasing brilliance and momentum — 
against a background first of strings, then of winds— until the 
climactic moment when the piano makes its exit and the orchestra 
bursts in with [2] of the ritornello (F-2), followed by [7], which 
breaks off suddenly. 

A moment’s silence; then the violins usher in the first section 
of the development (F-2: .5-), in which woodwinds play 
phrases derived from [5], with the piano contributing orna- 
mental figuration. The section ends with an outburst of pianistic 
brilliance; after which the violins introduce a new episode played 
by the piano (F-2 : .14) : 

[91 

with comments from the orchestra. As it continues it begins to 
create expectancy of some new event; and this proves to be die 
return of [ 1 ] played by the orchestra (F-2 : 1.4-), which in this 
way begins the recapitulation. 

The orchestra carries the ritornello— with a florid interjection 
from the piano— to the flourishes of [3] (F-2: 1.13+); and here 
Mozart contrives a surprise: instead of the chortling bassoon 
echoing these flourishes and leading to [4], it is the piano that 
takes them up and leads to [8] — after which the recapitulation 
follows exacdy the course previously taken by the exposition 
from that point. Note, then, that in the exposition some of the 
thematic material stated in the ritornello was repeated by the solo 
piano, which also added some material that had not been stated 
in the ritornello; but that the recapitulation restates all this ma- 
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terial more concisely— in the present instance omitting every- 
thing in the exposition between [3] of the ritomello and [8] of 
the solo portion. 

Following the previous course of the exposition the recapitula- 
tion reaches the point where the piano makes its exit and the 
orchestra re-enters with the ritornello. And here again there is a 
surprise: the orchestra brings not the expected brilliance, but the 
dark suspense of [5] (F-2 : 3.2), which points toward the mo- 
ment, only a few measures later, when the ritornello pauses ex- 
pectantly on an inconclusive cadence, and the piano re-enters 
for its cadenza (F-3). In his own performances, as I have men- 
tioned, Mozart improvised spontaneously on themes of the move- 
ment at this point; nowadays the pianist plays a cadenza that has 
been written out in advance. Mozart left written cadenzas for 
some of his concertos, including this one; and these should be 
used because they are in the same idiom and style as the rest of the 
work. But Fischer, regrettably, plays a bad one in an alien idiom 
and style, which was written by someone else. At its conclusion 
the ritornello resumes its course with [6] (F-3 : 1.4+) ; and its 
remaining material brings the movement to a close. 

The slow movement, deeply affecting in implications, is ex- 
traordinary in form: several sequences of material, each of which 
takes its departure from the poignantly meditative statement, end- 
ing in a dramatic silence, that is heard at the beginning (F-3 : 
1 . 12 +) : 

111(1 i i i g i nr, inn, r~ii i T| 

This first time it is played by the violins; and after the silence the 
first sequence begins with this melody (F-3 : 2.2) : 
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in which there occurs the wonderful series of overlapping state- 
ments by the woodwinds, [a] . The thought is carried to the point 
where this vigorous passage (F-3 : 2.12): 



StcfajS. 


breaks in, leading to a closing theme (F-3 : 3.1): 

A v7oI! " s , pu r j) y~t l 

cn/ i ri a 

which is marvelous in its texture of strings joined by woodwinds, 
and moving in its pathetic implications. 

Then the piano enters with the next statement of [1], ending 
again in the dramatic silence; and the second sequence of material 
begins with the piano’s statement of this impassioned cantilena 
(F-4) : 



It leads into the woodwinds’ overlapping statements of [2a] 
(F-4 : .5+), in which the piano joins, continuing the thought in 
a somewhat ornate style that elaborates and intensifies it. This 
leads to [4] from the woodwinds (F-4 : .13), in which again the 
piano joins; and the dialogue of piano and woodwinds builds up 
to the point where 

Ag ain [ 1 ] is heard, this time from the flute (F-4 : 1.3+) . And 
after the silence the next sequence of material begins with this 
poignant statement from the piano (F-4 : 1*7): 
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The piano’s utterance becomes highly elaborated and intensified 
through its ornate style; and at its conclusion the orchestra builds 
up to the point where 

Again [1] is heard (F-4: 2.5-), this time from the piano, 
which begins the next sequence of material with this imposing 
statement (F-4: 2.8): 



tr. 



It leads to the woodwinds’ overlapping statements of [2a] (F-4 : 
2.13), in which the piano joins, carrying the thought to the point 
where the orchestra breaks in with [3] (F-4: 3.3), in which 
again the piano joins, carrying it to a conclusion. Then the or- 
chestra briefly works up to a pause on an inconclusive cadence, 
and the piano re-enters for a cadenza (F-5). In Fischer’s per- 
formance this is one written by Mozart himself; and when it ends 

[ 1 ] is heard again for the last time (F-5 : .15), from the wood- 
winds. But this time there is no dramatic silence: instead the 
piano continues the thought with a statement that has deeply 
affecting implications of summation; then it joins strings and 
woodwinds in [4] (F-5 : 1.5), which brings the movement to a 
pathetic close. 

And now follows the genial gaiety of this theme of the finale 
(F-5: 1.1 0—) : 
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and of several high-spirited variations; until suddenly all is dark 
and mysterious and ominous in this variation (F-6) : 

[3 

with its tension-creating syncopations — first of strings and wood- 
winds, then of piano, in the double variation of each part. But the 
darkness and mystery are swept away by the joyously brilliant 
variation which follows; its conclusion is continued by the piano 
in a way that creates expectancy; and there is a pause. 

Then begins a coda in the uproarious style of one of Mozart’s 
operatic comedies. Over everything is an atmosphere of exag- 
geration and extravagance, and through these of mockery and 
absurdity. A bustling theme of the strings, with over-excited 
comments from horns and woodwinds (F-6 : 1.8) : 

[41 

and with concluding flourishes, is repeated by the piano with 
the same comments of horns and woodwinds. Brilliant flourishes 
reach a climax, from which there is a sudden dizzying drop of ten 
stories into hushed mock-mystery and mock-dread (F-6 : 2.): 



bassoons 




followed by a crescendo to a climax that subsides into a breath- 
less reference to [ 1 ] by the piano (F-6 : 2.4), then by the wood- 
winds. Again a climax and the dizzying drop into the mock- 
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mystery and dread of [5] (F-6 : 2.8), and the crescendo and 
climax which brought the reference to [ 1 ], but which this time 
bring another crescendo and brilliant concluding flourishes. Then 
at last (F-6 : 3.1), when you think the movement is over, you get 
the piano’s reference to [1], with a startlingly unexpected and 
hilarious addition by the woodwinds and horns; and it is with this 
comic stroke that the movement ends. 

T O come at last to Beethoven’s Concerto No. 4: from its open- 
ing statement by the piano the work is Beethoven’s adaptation 
for his own dramatic purposes of the dramatic form used so bril- 
liantly by Mozart. For the first entrance of the solo instrument, 
as we have seen, was an important moment in the concerto pro- 
gression, which Mozart therefore led up to with much care, and 
contrived with fresh ingenuity; and sometimes he contrived a 
surprise for his audience by entering slowly where it expected 
him to enter fast (Violin Concerto K.2 1 9 ) , or by entering where 
it did not expect him to enter at all-in the very first statement 
of the orchestra’s ritornello (Piano Concerto K.271). It was a 
surprise of this kind that Beethoven gave the audience assembled 
to hear him in the first performance of his Concerto No. 4— an 
audience which settled back expecting to hear the orchestra be- 
gin its ritornello, and which must have been startled by the un- 
expected and dramatically arresting opening statement of the 
piano. And on top of this shock came the shock of the change 
from the G major of the piano to the B major of the whispered 
answer of the strings. 

From this point the progression is normal: the rest of the ritor- 
nello, and the entrance of the piano to complete the exposition; 
then the ritornello again (N-2 : 1.9, 0-2: 1.10, G-2: 1.9+,— N 
referring to Schnabel’s performance in Victor Set 930, O to 
Schnabel’s performance in Victor Set 156, G to Gieseking’s per- 
formance), leading to the next entrance of the piano for the de- 
velopment, which builds up to the return of the piano’s opening 
statement (N-3 : .9+, 0-3 : .9+, G-3 : .9-), amplified this time 
si rich chords and figuration that give it great force and impres- 
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siveness; then the rest of the recapitulation, and the ritornello 
again (N-3 : 3.44-, 0-3 : 3.5, G-3 : 3.2), which pauses after a 
few measures for the piano’s cadenza (Schnabel plays the better 
of the two written out by Beethoven himself; Gieseking the 
other) ; and then a conclusion played by piano and orchestra. 

In the slow movement that follows, dramatically imposing 
statements of the strings are answered by the quietly reflective 
piano (N-5, 0-5, G-5): 



and the piano eventually takes over the stage for an extended med- 
itation in improvisatory style. Then a hush (N-5 : 3.2, 0-5 : 
3.24-, G-5 : 2.11) in which ghostly echoes of the strings’ im- 
posing statements lead to a quiet conclusion by orchestra and 
piano. The movement is brief, but extraordinarily spacious in its 
implications; and it is one of Beethoven’s most remarkable and 
impressive utterances. 

After this comes a lively concluding movement, which requires 
no comment. 

T HE four-movement sonata structure may also be written for 
the two violins, viola and cello of the ‘string quartet’ (like 
‘trio’ the term ‘quartet’ refers to the group of instruments or 
performers, and also to the piece of music written for the group). 

We have noted in Mozart’s music passages in which the lines 
of sounds — of strings, of wind instruments, of strings and winds 
— were combined in beautiful aural textures. In a quartet of 
Mozart note the textures woven by the four strands of string tone 
—in addition to which note the same implications of pathos, of 
high-spirited gaiety, of dramatic power, as are conveyed by his 
symphonies and concertos. 

Thus, observe the exquisite texture created by the progression 
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of the four instruments in the opening passage of the second 
movement of the Quartet K.458 (B-3, R-3 -B referring to the 
Budapest Quartet performance, R to the Roth Quartet perform- 
ance): 


Menuerto 

fst VlOIMl 



at the same time as you note the poignant implications of the first 
violin’s melody, which are enriched by the other lines of sound. 
And the meditative third movement offers things as affecting as 
this melody (B-4: .10, R-4: .11); 



and a little later this one, again with its implications enriched by 
the progressions of the lower voices (B-4 : 1.9, R-4 : 1.10): 



The first and last movements, on the other hand, are delightfully 
high-spirited; and it is the gay opening passage of the first move- 
ment, suggesting a horn-call, that has given the work the title 
Hunt Quartet. This passage, having reached a first conclusion, 
starts again (B-l : .7, R-l : .10) below a trill of the first violin, 
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which then continues discursively with rapid scales that lead into 
a passage (B-l : .10, R-l : .14): 


!sr violin 



p ■ 


of which the first six measures lull you into complete unprepared- 
ness for what happens in the succeeding measures: the apparent 
conclusion [a], with its little flutter played by the first violin, 
then echoed an octave lower each time by the second violin, the 
viola, the cello, all very dutifully, solemnly, and in the end comi- 
cally; after which the four instruments scurry back upward after 
one another with the little flutter, even more comically. And that 
flutter continues to enliven the rest of the exposition — for ex- 
ample, this passage in which its effect is heightened by the sharp 
accentuations (B-l : .14+, R-l : 1.4—): 


2nd violin 



In the development too (which begins at B-2, R-l : 2.1) another 
mischievous and not unrelated figure (B-2 : .5-, R-l : 2.6): 
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works itself into involvements which suddenly give way to the 
triumphant “I fooled you” proclamation of [4a] again (B-2 : 
.9+, R-l : 2.12+). (When it quiets down, a few transitional 
measures bring the return of the opening passage for the recapitu- 
lation, at B-2 : .12+, R-2.) 

On the other hand the most intense melancholy and despair 
are to be heard in the Quintet in G minor (K.516). The fifth 
instrument is an additional viola, which for one thing enriches 
the texture, producing for example the intricacy and intensity of 
this passage at the beginning of the coda of the first movement 
(B-2: 3.+, P-2: 2.9+,- B referring to the Budapest Quartet 
performance, P to the Pro Arte Quartet performance) : 



And the additional viola also darkens the instrumental color of a 
work that contains the most anguished of Mozart’s utterances — 
the slow third movement, and the slow introduction to the fourth 
movement. Beginning with this melody (B-4, P-4) : 



each step in die third movement brings something which pierces 
the heart anew -like this (B-4 : 1.3, P-4 : 1.3+) : 
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and this (B-4: 1.10, P-4: 1.10-): 



which continues with this (B-4 : 2.-, P-4 : 1.15 — ): 



and so on (in all these keep one ear on the lower parts) . But the 
long melody of the introduction to the fourth movement (B-6, 
P-6) communicates such agony, with such nobility and resigna- 
tion in the telling, as would cause one to listen with averted eyes 
if it were something spoken by a living person. And even the 
minuet movement not only is extraordinarily poignant, but has 
an agonized intensity in its poignancy (B-3, P-3): 



(Note that [a] is the subject of the trio.) 


But more extraordinary is the minuet movement of the great 
companion Quintet K.5 15. There is, first, the sombre strangeness 
of the opening statement (P-4 —referring to the Pro Arte Quar- 
tet performance) : 
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and what is developed from it. In the trio (P-4 : 1.8+) the flow- 
ing violin melody leads to a passage which conveys the strange- 
ness in startling harmonic progressions and instrumental colorings 
(P-4: 1.10+) : 
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B EETHOVEN offers a more robust use of the quartet medium 
to express what is expressed in the works of his in other media 
that we have considered. Thus, the Quartet Opus 59 No. 3, writ- 
ten during the same period as the Eroica Symphony, communi- 
cates in its four movements an emotional progression si milar to 
that of the Eroica. In the first movement, conflict— though with- 
out the Eroica’s shattering intensities and climaxes — is embodied 
in a magnificent piece of musical construction, in which I will 
point out only the first Allegro theme that is heard after the 
mysterious slow introduction (B-l : 1.5 — B referring to the Bu- 
dapest Quartet performance) : 



I do this to draw your attention to the two-note motive [a], 
which not only keeps recurring in new contexts in the exposition 
(at B-l : 2.3 and B-l : 2.1 4-), but provides most of the involve- 
ments of the development (B-l : 3.4, B-2 : .8 and B-2 : .9+ : the 
dialogue of viola and cello below the excitement of the violins), 
including this passage (B-2 : . 1 2-) : 
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which is built up to a climax that breaks off for a trill by the first 
violin (B-2 : 1.4) — this, in turn, leading into the violin’s florid 
elaboration of [1], which begins the recapitulation. 

The slow movement which follows is like nothing else in Bee- 
thoven in its strangeness, its “remote and frozen anguish”— the 
strangeness conveyed by this passage (B-3): 




and what is derived from it; the anguish that begins to be con- 
veyed by this theme with its violent intensities (B-3 : 1.): 


violins 




which ends in this one (B-3 : 1.12): 



It is [2] that produces the involvements of the development 
(B-3 : 2.+), which quiet down eventually for [3] and [4]; and 
[3] the second time leads to a passage (B-4: .12-): 



which dies out into a remote, breathless stillness over an ominous 
rumble of the cello. Then four equally ominous plucked notes 
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from the cello; and [ 1 ] returns (B-4 : 1 .2-) to begin the recapitu- 
lation. 

An exquisite minuet leads through a transitional coda (B-6) 
straight into the triumphant concluding movement, which is 
breath-taking in the relentless drive of its concentrated energy— 
from the fugal opening section of the exposition, with the four 
successive statements of the chief theme (B-6 : .8+) : 


viola 



through the development (B-6 : 1.8+), the recapitulation (B-7), 
and the coda (B-7: 1.4+) . 

On the other hand the Quartet Opus 132 — one of the group 
of five quartets that were the last works Beethoven wrote — 
communicates the inner illumination and exaltation that we ex- 
perienced in the concluding movement of the Sonata Opus 111. 
I have chosen Opus 132 for our consideration here because of its 
slow movement— because, that is, it offers in this movement an 
example of the variation process operating in the quartet medium, 
and achieving its end through elaboration and enrichment of 
texture; because the process is employed in a variation form of a 
type which we encounter for the first time; and chiefly because 
through the process and form you will apprehend one of the 
great contents of this period. 

Opus 132 also offers the most intense communication of the 
pain which the last quartets convey with their exaltation— die 
pain which is communicated in the wonderful Cavatina in die fifth 
movement of Opus 130, and which tinges the gaiety of the ex- 
traordinary third movement. With Opus 132 there are relevant 
external circumstances which we may take note of: if it commu- 
nicates pain so intensely, that is because Beethoven when he wrote 
it felt intensely the emotions of a man who had passed through a 
severe illness; and the great slow movement bears the superscrip- 
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tion Heiliger Dankgesang eines Genesenen an die Gottheit, or 
Solemn Song of Thanksgiving of a Convalescent to the Deity. 

The pain I have been talking about is communicated in the 
hushed, mysterious introductory measures of the first movement; 
and then more intensely in this opening theme of the Allegro 
(BD-1 : .9-, LO-1 : .6, LE-1 : .8, BU-1 : .9+,-BD referring to 
the Budapest Quartet performance, LO to the London String 
Quartet performance, LE to the Lener Quartet performance, 
BU to the Busch Quartet performance) : 



It is communicated again in the first part of the second movement 
(BD-3, LO-3, LE-3, BU-3): 



But then comes the middle part (BD-3 : 2.6-, LO-3 : 2.2- LE-4 
BU-4) : 



in which the first violin, playing at a great height and as though 
at a great distance, displaces the awareness of the pain of this 
earth with a vision of a celestial joy. It is, however, a vision which 
ends with the return of the first part. 

And now the slow movement. Its variation form is one which 
Beethoven used in the slow movement of the Fifth Symphony, 
and in this last period also in the slow movement of the Ninth 
Symphony: a long opening statement, which is varied each time 
that it returns after a long alternating statement. Recollection of 
pain, mingled with the other emotions of a convalescent, is com- 
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municated in the first part, which begins with this sentence 
(BD-5, LO-5, LE-5, BU-5): 



Note the first clause of quarter-notes creating a rhythmically 
active and intricate texture, and the second clause of half-notes 
creating a simple and solid texture and the effect of calm. The 
thought continues in further sentences with such first and second 
clauses. And at its conclusion the alternating part— which bears 
the superscription Neue Kraft fuhlend, or Feeling new strength, 
and is in fact more vigorous and joyous— breaks in (BD-S: 
2.1 2-, LO-5 : 2.1-, LE-5 : 2.10+, BU-6): 



Its conclusion in turn brings the first restatement of [1 j, now 
varied (BD-6 : .15+, LO-6 : .10+, LE-6 : .10, BU-7): 



am 
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Note the rhythmic elaboration [a], and the intricacy that it pro- 
duces in the texture; and note also the continuation of this elabo- 
rated texture of the first clause below the sustained half-notes of 
the second clause. The alternating section again breaks in, itself 
varied, elaborated, intensified; and then comes the second restate- 
ment of [1], varied now in this manner (BD-7 : 1.12+, LO-7 : 
1.5+, LE-7: 1.11, BU-8: 1.12): 


lb) 



Note the increased rhythmic elaboration, activation, intensifica- 
tion of the first clause; note the further elaboration [a] when this 
clause is combined with the sustained half-notes of the second 
clause, in [b]. It is with [b] that the thought continues, increasing 
in intensity, then subsiding to a momentary pause. Then the same 
train of thought begins again (BD-8, LO-8, LE-8, BU-9) — the 
rhythmically elaborated figuration and the sustained half-notes 
increasing in intensity and carrying the illumination and exalta- 
tion to a climax of sheer ecstasy, where the figuration stops and 
only the solid texture of sustained half-notes is heard. The climax 
subsides— and as it does so the rhythmically elaborated figuration 
begins again; but the ecstasy remains to the last. 

What Sullivan rightly calls a “forlorn and lonely little march” 
(BD-9, LO-8 : 2.1 2-, LE-9, BU-10) leads to a transition— full 
of dark terror and premonition— to the last movement, where 
again pain is communicated by the chief theme (BD-9 : 1.1 1+, 
LO-9 : .11-, LE-9 : 1.14+, BU : 1.8-): 



CYtH. _ 
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And it is not until almost the end that the emotional atmosphere 
changes: the pace accelerates to Presto; there is a last forceful 
statement by the cello of [1] in its original key of A minor 
(BD-10: 2.-,LO-10: 1. 10, LE-10 : 2.2-, BU-11 : 2.1+), which 
suddenly subsides into this new theme in A major (BD-10 : 2.2, 

LO-10: 1.12+, LE-10 : 2.4+, BU-11 : 2.3+): 



and from this point it is as though heavy black clouds had lifted 
and the sun were shining again after a long absence. 


S CHUBERT’S great contributions to quartet music culminate 
in the Quintet Opus 163. I say ‘culminate’ because it is his 
last work in this medium, and because it is one which proceeds 
from the same fullness of matured emotional and musical powers, 
and achieves the same towering stature, as the other works of his 
last year of life that you have already learned to know— the 
Piano Sonata in B flat and the Symphony No. 9. It has moments 
of greater dramatic intensity than they; and its powerful sonori- 
ties are enriched and its color darkened by the second cello. 

The dramatic intensity I have mentioned is heard in the first 
movement, after this quietly reflective opening (B-l, P-1 — B re- 
ferring to the Budapest Quartet performance, P to the Pro Arte 
Quartet performance) : 



Of the remaining material I will cite the closing theme of the ex- 
position (B-2 : 1.-, P-2) : » 



because it provides most of the involvements of the development, 
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first quietly (B-2: 1.9-, P-2: .10-), then in a violent passage 
which quiets down for this beautiful and affecting development 
(B-2: 2., P-2: 1.1+) : 



The sequence is repeated; and finally there is this powerful pas- 
sage (B-3 : .7- P-2 : 2.14): 



which subsides into an exquisite transition— with [4a] continu- 
ing to be heard— that leads to the return of [1] — with [4a] still 
continuing to be heard — and the recapitulation. 

We come now to the slow movement, which is one of the most 
heart-breaking utterances in all music. Here is the beginning of 
its long first part (B-5, P-4) : 



Note the inner line of sustained melody played by second violin, 
viola and first cello, the poignant comments of the first violin, 
the plucked comments of the second cello. And here, after the 
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agitated middle part (B-6, P-5), is the beginning of the restate- 
ment of the first part (B-7 : .13, P-6): 



Note now the florid elaboration and intensification of the com- 
ments of the first violin and the second cello. 

The heart-breaking pathos does not end with this movement. ' 
Completely unexpected in the magnificently buoyant scherzo 
movement is the slow, sombre, strange, and deeply affecting trio 
that begins as follows (B-9 : 2.6, P-7 : 2.7-) : 
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And sadness also clouds the gaiety of the lilting finale, as in this 
poignantly reflective passage (B-ll : 2.1-, P-9: 2.3-): 



pp motto esprcssivo (tc. 


A ND now a word about Haydn. “The essential character of 
Haydn’s form is dramatic surprise at the moment,” says 
Tovey; and “nothing in Haydn is difficult to follow, but almost 
everything is unexpected.” Everything means melodic phrase- 
ology, harmonic progression, tonality, length of phrase, rhythm, 
accentuation, sonority, instrumental color. And what is unex- 
pected always turns out to be not only logically right after what 
has preceded, but marvelously expressive and effective. 

Let us follow the course of the slow introduction to the first 
movement of the Symphony No. 1 04 from one dramatic surprise 
to the next (see reproduction of score on following pages). You 
hear first the entire orchestra in a forceful opening call and its 
answer, in the key of D. Then in the third measure comes the 
dramatic surprise, after this brilliance, of the dark D minor whis- 
per of the lower strings, answered by the poignant figure [a] of 
the first violins; and you will note the powerful expressive im- 
plications of the statement as well as its startling unexpectedness. 
It is repeated in the fourth measure; then in the fifth it is repeated 
a second time — and this time with the next surprise: the C natu- 
ral at [b], which carries the passage expansively out of darkness 
into the light of F major, again with wonderfully expressive ef- 
fect. It is in F major now, in the seventh measure, that you hear 
again the forceful opening call and its answer; and in the ninth 
measure comes the new dramatic surprise of the whispered E flat 
of the second violins at [c], the ‘diminished’ chord of which it is 
part, the more poignant answering figure [a] of the first violins. 
The statement begins to build up in intensity, with [a] acquiring 
increasing urgency in the eleventh measure, and with the dra- 
matic surprise in the twelfth of the sudden quiet in the upper 
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voices while the cellos continue powerfully with [a] down be- 
low, contributing to the harmonic complexity that is resolved in 
the thirteenth measure. Again, in the fourteenth measure, the 
forceful opening call, this time back in the key of D; and now in 
the fifteenth come the most startling dramatic surprises of all: 
the hushed answer to the call, the G at [d] instead of A, the re- 
mote chord [e] which increases the atmosphere of mystery. In the 
sixteenth measure mystery gives way to expectancy, with the 
oboe contributing last poignant references to the answering fig- 
ure [a] ; there is a moment’s silence; and then the first-movement 
Allegro begins. 

The method is the same in fast tempo. Here is the lovely open- 
ing theme of the Allegro (F-l : 2.3-, B-l : 1.12 -F referring to 
Fischer’s performance, B to Beecham’s) : 


violins 



cellos 

basses 

Note that every phrase brings its surprise, every repetition its un- 
expected and expressive alteration. Note, when the first two meas- 
ures are repeated, the change in harmony (marked by asterisk) ; 
note the next repetition, with its extension of phrase-length and 
new harmonic progressions; note the entrance of cellos and basses, 
introducing their dark color and making a striking harmony with 
the violins; note the entrance immediately afterward of flute and 
oboe, with their sharply contrasting woodwind color and the 
striking harmony they make with the strings; and so on in the re- 
mainder of the passage. So too in the last movement this theme 
(F-6: .15+,B-6: .15-): 
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is elaborated, in the development, into a passage (F-6: 1.14, 
B-6 : 1.1 3-) which is even richer in phraseological irregularities 
and harmonic audacities. But in quick tempo these happen so fast 
that they must be listened for with the closest attention. 

Haydn’s method, then, is a constant playing with his hearers’ 
minds; and as you listen to the first movement of the Quartet 
Opus 54 No. 1 or Opus 74 No. 2 you will become aware not only 
of the great emotional and technical powers but of the' sheer high 
spirits that produce the breath-taking profusion of astounding 
and expressive details. Haydn is delighting in the powers which 
enable him to amuse himself by writing today what will startle 
his hearers and move or delight them next week. On the one hand, 
then, he carries the beautiful second movement of the Symphony 
No. 1 04 through most of the restatement of its first part, and sud- 
denly takes it off on the series of wonderful wide-ranging digres- 
sions that begin with (F-4 : .9+, B-4 : .15-): 

Au ~ violins . # ^ . 


V f dim, PP ttc " 

And on the other hand he ends the minuet of the third movement 
with this musical equivalent of a bit of slapstick comedy (F-5 : 
.10-, B-5 : .11+): 

fr rftfwr V Vi i SiA 

« $ ' p flic. 

that is, with the silence where you expect the trill, and then piano 
where you expect forte. 

W E turn now to music associated with words. In the begin- 
ning I pointed out that we listened to Beethoven not 
merely for his insights but for these insights made explicit in a 
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particular construction in sound — for the same inner illumination 
and exaltation made explicit in a number of different constructions 
in sound. And now I might point out that we listen to Schubert's 
song Litanei, or Nacht md Trdume, or Des Fischers Liebesgliick 
not merely for the meaning of the words but for the form in sound 
in which that meaning is made explicit — for the implications con- 
veyed by the music that are not conveyed by the words. 

The association of music with words in a song is something 
you probably accept as making sense; indeed you may have ac- 
cepted it when you thought music without words in a sonata 
made no sense. On the other hand music associated with words 
in an opera may strike you as absurd; but if a song doesn’t strike 
you that way, neither should an opera. 

Consider Schubert’s song Gretchen am Spinnrade. You hear 
first a piano figuration which suggests the whirring of Gretchen’s 
spinning-wheel, and which continues below her voice as she 
tells of her peace that is gone, her heart that is heavy, her mind 
that is distraught. You hear her growing excitement as she recalls 
her departed lover’s noble figure, his smile, the power of his eye, 
the enchantment of his speech, the pressure of his hand, his kiss 
— at which climactic point the music breaks off dramatically. 
Gradually the piano resumes the movement of the spinning- 
wheel; again Gretchen tells of her peace that is gone; and again 
the music rises to a climax as she longs to hold her lover, to die of 
his kisses. The music becomes quiet as once more she tells of her 
peace that is gone; then she is silent, and the piano’s whirring 
stops. 

The Gretchen of this song is the Gretchen of Goethe’s Faust; 
and the music you have heard deals effectively, and acceptably 
to you, with one situation in the play. Schubert might have writ- 
ten music for the other situations that would have been accept- 
able to you; why should it have been less acceptable if it had been 
sung on a stage? You may say that what happens on a stage is too 
dose to reality for you to be able to accept anything as unreal as 
someone singing his thoughts to himself or to someone else. But 
if you can accept the conventions involved in Hamlet’s speaking 
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his thoughts about suicide in blank verse, you should be able to 
accept the additional convention involved in Boris Godunov’s 
singing his thoughts about his misfortunes since he ascended the 
throne of Russia. Try listening to his monologue in Mussorgsky’s 
opera Boris Godunov , and see whether it does not justify itself to 
you — whether, in fact, what Boris thinks is not more dramatically 
effective and moving as he sings it and the orchestra underlines it, 
than it would be if he merely spoke it. 

Listen, that is, to the way the music changes in character as 
Boris’s thought proceeds. He has, he says, supreme power (B-side 
of the Chaliapin record); but (B : .4) he finds no peace. Sooth- 
sayers (B : .8-) foretell a long life and reign; but nothing (B : 

. 1 1 ) , no amount of glory gives him joy. His family life (B : .15) 
is unlucky: his beloved daughter was to be married, but death 
(B: 1.5) robbed her of her betrothed. The hand of justice (B: 
1.7) is heavy on his guilty soul; fear and anxiety (B: 1.1 5-) 
trouble him. He has prayed (B : 2.2) for relief from his torment. 
And in his realm there are plots (B: 2.9), pestilence, famine; 
with these (B : 2.1 5-) God punishes his poor country for his own 
wicked deed; and his name is cursed. Sleep has left him (B : 3.5; 
note the orchestral part) ; in the night he sees visions of the mur- 
dered tsarevitch begging for mercy. And he himself ends (B : 
3.12) with a despairing appeal to merciful God. 

Listen also to Boris’s later monologue. You hear first (A-side of 
the Chaliapin record) phrases of the orchestra which seem to tear 
at Boris’s soul as, overcome by Shuisky’s description of the mur- 
dered tsarevitch, he sinks into a chair. He was suffocating, he 
exclaims. Oh! (A: .14) how his conscience punishes him! The 
orchestra begins music that is sinister, eerie ( A : 1 . 1 ) , as he re- 
calls the torments which a single misdeed can bring (Chaliapin 
does not sing the written notes, but declaims them freely) - the 
suffocation (A: 1.12+), the visions of the murdered child (A: 
1.1 4-). Suddenly, in an ominous stillness he thinks he sees the 
child: There! (A: 2.) What is that? Over there?” And as the 
orchestra begins the most terrifying crescendo in opera he cries 
out to the child to be gone — that it is not he who is guilty of the 
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murder, but the people that willed it. The shattering climax (A : 
2.8+) spends itself; the hallucination is over; and exhausted (A : 
2.11) he asks God, who will not let him die, to have mercy on 
Tsar Boris. 

If you can accept Boris’s monologues, listen now to O patria 
ma in Verdi’s Aida, in which thought and emotion are expressed 
in formalized melody. In agitated declamatory phrases (begin- 
ning of the Rethberg record) Aida utters her fear that Rhadames 
is coming only to bid her farewell. If so, the dark Nile (R : .6- ; 
note the surging flood of low string sound) will receive her body; 
and (R : .8) she will find peace. A plaintive melody of the solo 
oboe (R : .11) leads to her mournful exclamation: “O my coun- 
try (O patria mao), no more will I see thee!” and to the lovely 
melody (omitted on this record), exquisitely accompanied by a 
tremolo of flutes over plucked cellos and basses, in which she re- 
calls the beauties (O deli azzuri) she will see no more. Again the 
melody of the solo oboe (omitted on this record) and her mourn- 
ful ex clam ation, which lead to a repetition of the lovely melody 
(O fresche valli) (R: 1.7), accompanied this time by agitated 
figures of the strings. The melody is carried to a climax, and a 
conclusion. 

And now try listening to Ah! for s’ e lui in V erdi’s La Traviata, 
in which the formalized melody breaks out into florid passages 
that may strike you as too artificial and exhibitionistic to be taken 
seriously. But you have had occasion to note the emotional in- 
tensification produced by ornate elaboration of melodic line; and 
you will find that Violetta’s florid style is related to her emotion. 
In the agitated declamatory phrases that you hear first (begin- 
ning of the first side of the Sayao record) she wonders (E strano! 
e strano!) at the new emotion she feels. Shall she accept it, or re- 
ject it? Then (S-l : 1.2) begins the melody in which she asks 
(Ah! fors ’ £ ltd) whether this is the man she dreamed of meeting 
some day — a melody which culminates in her declaration (S-l : 
2.+) that this is love (A, quell ? amor). And it is the intensity of 
her emotion that expresses itself in the florid passage at its conclu- 
sion. But (second side of the Sayao record) in agitated dedama- 
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tory phrases she tells herself that these thoughts are folly ( Follie ! 
follie!): she is alone, weak, friendless in this great city; what can 
she hope for? Only pleasure ( Gioire !) (S-2 : .7), to which she 
will abandon herself. And it is her feverish, desperate emotions 
that produce the florid outbursts here, and in the melody (Sernpre 
libera) (S-2 : 1.1+) in which she repeats at length her decision 
to pursue pleasure. 

Perhaps by now you accept the sung monologue and dialogue; 
but the idea of five people singing their thoughts to the audience 
at the same time is one that you find ludicrous. The fact is, how- 
ever, that in life a tense scene or animated discussion is likely to 
leave five people carrying on their five private trains of thought 
simultaneously; and the quintet in the third act of Die Meister- 
singer conveys a reality which the spoken drama is unable to 
convey. 

Though I have directed your attention to orchestral details 
in the music of Boris Godunov and Aida I have spoken mostly 
about the vocal parts. Let me therefore emphasize the fact that 
you must listen not only to the voice but to the orchestra— not 
only to Leporello singing the Catalogue Aria in Mozart’s Don 
Giovanni , but to the subdued mischief of the detached sounds of 
violins, answered by cellos and basses, accompanying his Mada- 
rmnal il catalogo e questo; the: gleeful outburst of violins and 
woodwinds (B: 2.1 —referring to the Baccaloni record) intro- 
ducing his In Italia sei cento e quaranta, and the repressed chatter 
of winds accompanying the statement; the suave comment of 
violins (B : 2.8) after his emphatic Ma in Ispagna son gia mile e 
tre; the descending scale of violins (B: 2.13+), like repressed 
laughter, introducing the repetition of In Italia, and the answer- 
ing ascending scale of cellos and basses introducing sei cento e 
quaranta; and so on. 

The orchestra not only comments on, and underlines, and cre- 
ates the atmosphere for what is said and done on the stage; but 
while the curtain is down it prepares your mind and emotions for 
what you will see and hear when the curtain rises. Listen to the 
Preludes to the third acts of La Traviata, Tristan imd Isolde and 
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Die Meister singer; and note how each prepares you, after what 
has happened, for what is to come. In La Traviata it will be the 
pathetic end of the courtesan whom you have seen so gay, so 
noble, so wronged; in Tristan und Isolde the desolate scene, the 
bodily illness of the wounded Tristan, his spiritual sickness at 
heart; in Die Meister singer the saddening wisdom and greatness 
of soul of Hans Sachs. 

Y OU should now be in the right frame of mind to listen to one 
of the greatest wonders achieved by human powers, Mozart’s 
opera The Marriage of Figaro , with proper appreciation of its 
forms in sound and what they express. For one thing Leporello’s 
aria has taught you to keep an ear on the running fire of comment 
from Mozart’s orchestra; and you would do well to go through 
Figaro once listening only to the orchestra: after giving your 
attention wholly to its innumerable exquisite and witty details 
you will continue to be aware of them when you listen to the 
voices. And I hope that Leporello’s aria also has taught you the 
expressive intensity of what Mozart wrought with delicacy, econ- 
omy and subtlety —something which ears accustomed to modem 
sonority and vehemence are in danger of missing. Then you will 
perceive Mozart’s complete adequacy for any demand of the 
drama he is setting— for the sorrow of the neglected wife in the 
Countess’s Forgi amor and Dove sono; the longing of Susanna’s 
Deh vieni, non tardar; the amused tenderness of her Vernte , 
inginocchiatevi; the confused adolescent emotions of Cherubino’s 
Non so piii cos a son; the ironic menace of Figaro’s Se vuol bal- 
lare; the mock heroics of his Non piii andrai; the pompousness 
and malice of Bartolo’s La vendetta; the humor and wit of the 
opening duets of Susanna and Figaro, the Crudel! perche ftnora 
duet of Susanna and the Count; the comedy of the Cosa sento! 
trio, the great finale of Act 2, the finale of Act 4; the sublimity 
of the end. 

The Overture is as light and transparent as air, and so swift 
that it is hardly begun when it is already ended; but it may leave 
you shaken by an impact that would not be greater if the piece 
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were louder. A little later Cherubino, in the course of his first 
aria, returns to the opening stanza, Non so piil cosa son, which 
ends with the words Ogni donna m fa palpitar; and then comes 
a transition to Parlo d’amor vegliando in which all that happens is 
a change of harmony in the sustained chords of the few winds, 
with exquisite accompanying figures in the violins: 



but the effect would not be more overwhelming if it were made 
with all the harmonic and orchestral luxuriance of Wagner or 
Strauss. 

Much later, in the second-act finale, there is this astoundingly 
achieved expression of the emotions of the Count and the Countess 
as Susanna unexpectedly emerges from the cabinet: 



And Mozart’s resources are ample for him to carry off all the 
subsequent involvements of that finale with ease and brilliance. 
For example, the bland irony in Susanna’s reply to the amazed 
Count and Countess, Signore! cod e quel stupor e? j and a moment 
later the spellbound wonder conveyed by the voices of the Count 
and Countess and the descending scale of violins and bassoon, 
while Susanna chuckles to herself as she looks on: 
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Then the long fast-moving passage, with the orchestra providing 
an atmosphere of high comedy, the Count imploring, the Count- 
ess and Susanna chattering their prim severity: 

ijilk l Hi i j rJ 

^ Le yo - stre fol - li - e non mer - tan pie - la, etc. 

Figaro’s entrance provides a brief lower-comedy interlude; then 
high comedy is resumed with the menacingly stately melody of 
the Count’s Conoscete, signor Figaro, questo foglio chi vergd?: 



and the suavely impudent comment ot the violins behind Figaro’s 
Not conosco: 


1 1 (I'fcf i u il c/Lu' i rw-' w i uui u jp 

The gardener Antonio’s entrance brings, in his Dal balcone che 
guar da in giardino, a marvelous musical characterization of stolid 
stupidity in a state of excitement, which is burlesqued a moment 
later in Figaro’s Via piangione, sta zitto una volta. And Figaro’s 
e stravolto rriho un nervo del pie introduces this figure: 



with which Mozart builds up breathless suspense as the Count 
interrogates Figaro— to the point where Figaro’s e Pusanza di 
porvi il suggello carries suspense to triumph: 
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St)SAMNA: Se mi sal-vo da quc - sta lem - pe ■ 



FIGARO; Sbuffa in - vano c la ler - ra cal - pe - sta! 


And with his own resources Mozart can achieve this sublimity 
at the end of the opera: 



T HERE is, finally, ‘program music’, which conveys visual 
. ™ a ges, ideas, the incidents of a narrative. And again I might 
point out that we listen to Beethoven’s Pastoral Symphony or 
Strauss’s Don Quixote or Berlioz’s Queen Mab or Debussy’s 
Nuages not merely for its programmatic meaning, but for the 
particular piece of musical construction in which that meaning 
is made explicit— for the implications conveyed by the music 
that are not conveyed by the sights and sounds of the country, by 
Cervantes’s book, by Shakespeare’s poem, by clouds moving 
across the sky. Pieces of program music begin by being pieces of 
music— in most instances constructions in sound of the kinds 
you have come to know, which often can be listened to and en- 
joyed as such even without knowledge of the programmatic 
ideas and involvements that are embodied in the themes and their 
manipulation. 

If we except a few literal imitations of bird-calls at the end of 
one movement and a musical representation of a storm in an- 
other, Beethoven’s Pastoral Symphony is pastoral only in a gen- 
eralized way-only insofar as it uses thematic material in an 
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idiom which has pastoral associations for us; and aside from this 
it is to be taken as another Beethoven symphony. The first move- 
ment has the superscription Awakening of cheerful feelings on 
one’s arrival in the country; but with the country indicated only 
by the pastoral idiom of its thematic material, the emotions are 
only those conveyed by the formal relations of a normal first- 
movement structure. The second movement is a Scene by the 
brook; but the brook is present only as the gentle flow and mur- 
mur of the strings below another first-movement structure which 
conveys the emotional implications of the movement. The Merry 
gathering of country folk of the third movement is indicated only 
by the co un try dances that are used in this scherzo. As for the fifth 
movement— Shepherds’ song: Joyful, thankful feelings after the 
storm— the scene again is indicated by the pastoral idiom of 
the thematic material, and the emotions are those conveyed by 
the formal relations of the first-movement structure. 

On the other hand Strauss’s Don Quixote gives us incidents 
from Cervantes’s book; but these too are conveyed in a theme- 
and- variations structure; and many of the marvelous strokes of 
humor and wit are achieved by the variation process applied to 
the themes which characterize Don Quixote, Sancho Panza and 
Dulcinea. They are achieved also by use of the orchestra— by 
such things as the grunting bass tuba to speak for Sancho Panza, 
the glissandos of the harp to convey the Don’s giddiness at the 
thought of Dulcinea while he keeps knightly vigil. That is some- 
thing new for you, which calls for a few remarks by me. 

These remarks, however, will be concerned not with Strauss s 
use of the orchestra, which you will have little difficulty in ap- 
preciating, but with Berlioz’s, which is more subtle and elusive. 
It is in fact an integral part of an entire musical idiom unlike 
anyone else’s in its turns of melody, its progressions of harmony, 
its instrumental colorings -all the product of a highly individual 
mind and individual sense for the medium. Berlioz s is not only a 
fascinatingly original mind but a poetic one; and for its purpose 
of poetic suggestion it uses its musical medium with extraordinary 
finesse and subtlety. You can hear all this in the frequently played 
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pieces from The Damnation of Faust: the Dance of the Sylphs 
(note, among other things, the sounds of the harp) and the Min- 
uet of the Will-o’-the-Wisps; but for an example of Berlioz’s 
imagination and method operating at incandescence listen to the 
Queen Mab movement from Romeo and Juliet. 

The piece is subtitled The Fairy of, Dreams; it is also described 
as a scherzo; and like the first movement of Beethoven’s Pastoral 
Symphony it elaborates into a formal structure a number of the- 
matic ideas appropriate to its subject. There is this difference, 
however: Beethoven adapts to his own ways of thinking and writ- 
ing the conventional pastoral idiom that lies ready to hand; 
whereas Berlioz invents the appropriate idioms and styles for his 
subject— the tiny supernatural creature who dashes from sleeper 
to sleeper in her chariot made of an empty hazel-nut. The atmos- 
phere, the sights, the sounds of a fairy world are what the piece 
conveys; and here are examples of the tonal magic with which it 
does this. 

The first is the opening (T-l —referring to the first side of 
Toscanini’s record) : 


woodwinds 




NOTE: The tenth measure of this passage should be read as two measures — with 
the woodwinds in ther first and the strings in the second. 
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the evocative chords of woodwinds alternating with muted vio- 
lins; then the playful alternation of string staccatos and trills with 
woodwind, until the muted violins begin their upward rush [a] 
(T-l : .3-), with interjections [b] and [c] from other strings 
and woodwinds. All these are mere preliminaries, which are re- 
peated, until at last (T-l : .11) [la] begins to function as the 
theme of an extended section, in which the woodwinds now con- 
tribute sharp glints of color, now interject a playful staccato 
chord amid the riotous rush and chatter of the muted strings, and 
now rush and chatter themselves. In this section there is a de- 
parture (T-l : 1.2), followed by a return; another departure 
(T-l: 1.1 2-), and another return. 

Eventually this first section ends on a long trill of the first 
violins, which continues as the accompaniment of this melody of 
flute and English horn (T-l : 2.8): 



violas 


At [a] note the echoing violas and cellos, and the entrance of 
gleaming harmonics of the violins; at [b] the sounds of the harps, 
and the violas entering with a reference to [la] and continuing 
to dart about below the calm melody. 

[ la] returns (T-2) with the first section; but soon a new sec- 
tion begins with this theme from a horn (T-2 : .6+) : 
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strings 


and with the irrepressible strings commenting with references to 
[la]. Note each subsequent entrance of the horns, with the com- 
ments from strings and woodwinds; note the sudden hush, the 
breath-taking pp entrance of the kettledrums leading to magi- 
cally distant horns, the blazing up of the entire orchestra, the 
horns again, another blazing-up of the entire orchestra, breaking 
off for a long ff tremolo of violas (T-2 : 1.5+). This tremolo 
drops to pp as chords of muted strings and woodwinds are heard. 

And now (T-2 : 1.9+) begins the most extraordinary section 
of all: 



extraordinary in the ostinato theme of the clarinet, the gleaming 
color of the accompanying harp; in the gradual enrichment of 
the theme by the English horn, of the accompaniment by the 
second harp and the silvery antique cymbal; in the sudden breath- 
taking splendor when the other woodwinds and the strings enter. 

[la] and the first section return very briefly (T-2 : 1 .14+) ; 
there is a retardation, a dying down to wonderful hushed chords 
of muted strings (T-2 2.4-), which lead to a passage reminis- 
cent of the preliminaries, with implications this time of an ap- 
proaching conclusion: the alternations of evocative woodwind 
and string chords; then strings punctuated by silvery antique 
cymbals; then staccatos from woodwinds, strings, harps. And 
then last rushes of [la] bring the piece to a close. 

T HERE is tonal magic, differently contrived, also in Debussy’s 
La Met , to suggest the atmosphere, the sights, the sounds of 
the sea. It is a work that you must not miss; but you would be 
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wise to defer it until you have listened to other music a long time, 
and to Berlioz’s Queen Mab, which departs from Beethoven and 
Mozart and Schubert enough to prepare your ears and mind for 
music which departs from them even more. Though the sub- 
stance of Queen Mab is strikingly different from Beethoven’s 
and Schubert’s, it has the same type of continuity of melody, 
development and structure as you have become familiar "with in 
their music. But in La Mer you may be bewildered at first not 
only by a substance as individual in its own way as Berlioz’s, but 
by the absence of the procedures of musical thought, and the con- 
tinuities resulting from these procedures, that you have become 
accustomed to. You must now accustom yourself to a substance 
consisting of mere fragments of melody, of figuration, of color; 
and to a progression which pieces these fragments together into 
a coherent, marvelously evocative and stunningly magnificent 
form in sound. 

La Mer is a comparatively late work of Debussy in which, as 
in Iberia, you hear the method at its point of highest develop- 
ment, producing the richest and most complex texture, the most 
intricately integrated structure. You might therefore begin with 
the early Nuages, which is intended to suggest clouds moving 
across the sky; for its opening page gives you the simple begin- 
nings of the method in the statement of the thematic fragments 
and bits of color that create the atmosphere of the scene (note 
the change to G sharp in the violins at [a], the reduction of 
chord to octave at [b] ) : 





1 18 Music for the Man 

but the first woodwind theme is fairly extensive and continues by 
the kind of elaboration you are accustomed to, as does the later 
theme of the solo flute and harp; and the fragmentary recurrence 
of the opening material at the end gives you an approximation 
of cyclical structure. 

After this listen to the substance and texture of the second 
movement of La Mer. You will have to become familiar with the 
detail by long and attentive listening; but it falls into several 
sections, which I suggest that you get to know one at a time; and 
here are the important themes with which the sections begin. 
The first, after the brief introduction, is (K-3 : .3+, R-3 : .34- 
— K referring to Koussevitzky’s performance, R to Rodzinski’s) : 



The next is (K-3: 1.3, R-3: 1.2): 



which introduces a long series of details of the £1 play of the waves 
that this movement is concerned with. [3 ] then is heard a second 
time from the cellos (K-3 : 2.2, R-3 : 2.3), introducing a second 
series of such details, among them a marvelously evocative pas- 
sage (K-3 : 2.1 1-, R-4). These culminate in a blazing-up of the 
entire orchestra; and then [2] returns (K-4: .8-, R-4: .11), 
starting a crescendo to the climax of the movement, which sub- 
sides into concluding fragments of substance and color. 


1 THINK we have reached the point where you can go on by 
yourself; and I will merely add a word about performance. 
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When you look at a Cezanne still-life you see what Cezanne 
himself painted. When you listen to a reading of a Shakespeare 
sonnet or when you read it yourself you get Shakespeare’s se- 
quence of words, but in a precise form created by the inflection 
they get from the speaker or yourself. And so with music: you 
hear a Beethoven sonata only in the form in sound which it is 
given by some pianist; which means that the implications and 
effect of the sonata, like those of the poem, depend on how it is 
performed. 

Beethoven, when he created the complete detailed form in 
sound in his mind, wrote down on paper a series of symbols 
which were to convey this imagined form to the performer, 
whose function it would be to produce the form in actual sound. 
It is true that the symbols cannot convey the form exactly as 
Beethoven imagined it; they convey only an approximation, to 
which the performer must give the final sharp definition and con- 
tours. But the fact that the symbols are not sufficient for the per- 
former to produce the form in sound entirely as Beethoven 
imagined it does not free him of the obligation to produce it to 
the degree to which Beethoven’s symbols do convey it. That is, 
it is not true that Beethoven merely provides sounds with which 
the performer is free to create any shape he likes: he has no more 
right to change the composer’s scheme of sonority and pace than 
anyone would have to alter the shape of one of Cezanne’s pears. 
He must produce what the printed score directs that he produce; 
and it is to this that he must add what the printed score cannot 
convey— the final contours which represent his own feeling for 
the medium and his own imaginative insight. 

As for these, listen to Toscanini’s performance of the Prelude 
to Act 3 of La Traviata, and note how the sound proceeds in 
time with slight accelerations and retardations of pace and with 
expansions and contractions of sonority. These produce the in- 
flection, the phrasing, the contour of the melodic line, the shap- 
ing of the tonal mass. The continuum of sound moving in time 
is a plastic medium; and the changes in pace and sonority repre- 
sent a plastic sense operating on this medium — a plastic sense 
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which shows itself in the fact that each change is correctly pro- 
portioned to what precedes and follows, making the form co- 
herent and continuous, with the timing and force of one sound 
implying the timing and force of the next. 

The form created by Toscanini is not only plastically beauti- 
ful but right in emotional implications; the performance repre- 
sents not only his plastic sense but his imaginative insight. Listen 
to that opening statement of the piano in Beethoven’s Concerto 
No. 4, which you know from Schnabel’s performance to be 
deeply and spaciously meditative; listen to it played by Gieseking 
—to the brisk pace, the brittle staccatos that make the statement 
the opposite of deeply and spaciously meditative. Note how 
Schnabel’s inflection of the statement builds up and releases 
powerful tensions in the movement toward and away from salient 
points in the contour of the phrase; note throughout the work 
these tensions and momentums of the powerfully detailed phras- 
ing that probes deeply into the music; and note, on the other hand, 
Gieseking’s swift, smooth, plastically rounded and finished phras- 
ing which remains on the surface of the music. Gieseking’s per- 
formance reveals an inadequacy of imaginative insight in this 
work— though there is other music in which his insight is su- 
perbly adequate. 

It is not true, then, that two different performances by two 
celebrated performers must be accepted as equally valid. If, for 
example, there are breathless urgencies and tensions and intensi- 
ties in the first movement of Beethoven’s Eroica Symphony, then 
Toscanini’s recorded performance with its breathless urgencies 
and tensions and intensities, and Walter’s recorded performance 
with its slackness and nervelessness, are not equally valid. 

The way for you to learn to appreciate good performance is 
to listen to it. Listen long enough to the performances of Tosca- 
nini, Casals, Schnabel, Szigeti, Beecham, Weingartner, and you 
will acquire an understanding of, and distaste for, the vehement 
plastic distortions of Koussevitzky, the sensationalism of Stokow- 
ski You will learn, that is, not to be excited by mere technical 
brilliance to the point of mistaking it for good performance. A 
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pianist or violinist must be able to play his instrument, a conductor 
to get his orchestra to play with precision and beauty of sound; 
but such technical competence, however impressive, only provides 
the means for him to do his real job as a musician. You will marvel 
at the gorgeous sounds that Stokowski produces with an orches- 
tra; but you will know that if these sounds give a Bach Chorale- 
Prelude or Mussorgsky’s Boris Godunov the feverish excitement 
of Wagner V Tristan und Isolde, the performance is a bad per- 
formance. 

A S for what to read about music — the important thing in 
l criticism is not the mere opinion that this piece of music is 
good and that one is bad, or that this is a good performance and 
that is a bad one, but the reasons for the opinion; for in these 
reasons the critic applies to what he has heard (when he has heard 
what he is writing about) the illuminating insights (when he has 
such insights) that make him valuable to his readers. The only 
writing worth your attention, then, is that of the person who has 
listened to music with the capacity to hear what he has listened 
to, and with insights that enable him to point out in the music 
things which you would not perceive for yourself. 

Unfortunately the amount of such writing is depressingly 
small. You will find some of it in Sullivan’s book on Beethoven 
and Turner’s books on Beethoven and Mozart, which therefore 
you should read. You may be able to pick up illuminating obser- 
vations in Tovey’s articles in the Encyclopaedia Britanmca, his 
Essays in Musical Analysis, his article on Schubert in the Oxford 
University Press’s Heritage of Music Volume 1 , his articles on 
chamber music and Haydn in Cobbett’s Cyclopedia of Chamber 
Music, all of which require considerable technical knowledge of 
music to be understood completely. But a book that you should 
not miss is London Music in 1888 - 89 , As Heard by Como di Bas- 
setto, Later Known as Bernard Shaw. 

It may surprise you to learn that Shaw did music-reviewing of 
this kind; but the fact is that he produced in his reviews some of 
the finest writing on music that I know of (and I am always 
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looking) ; and you would do better to read his reviews of those 
events of fifty-five years ago than to read the review of yester- 
day’s concert in your newspaper. The performance of Boito’s 
Mefistofele which Shaw wrote about on May 29, 1889, is of no 
interest to you today; but it provided the occasion for Shaw to 
observe that Gounod’s Faust was “a true musical creation, 
whereas Boito has only adapted the existing resources of orches- 
tration and harmony very ably to his libretto. In short, Gounod 
has set music to Faust, and Boito has set Faust to music”; and that 
“the house likes Boito’s prologue, in spite of the empty stage and 
the two ragged holes in a cloth which realize Mr. Harris’s modest 
conception of hell and heaven.” This is not the best but merely 
the shortest illustration of the fact that the daily events of the 
musical season elicited from Shaw a flow of comment on music, 
on musical performance, on the entire musical scene, that is still 
among the most discerning, the most instructive, the most en- 
joyable you can read in any language. 



A LIST OF RECORDED PERFORMANCES 
OF THE WORKS DISCUSSED 

BACH 

Concerto in D minor. The magnificent vitality of Szigeti’s per- 
formance of the violin version in Columbia Set 418 makes it 
preferable to Fischer’s piano performance in Victor Set 252, 
which is however more agreeably recorded. 

Brandenburg Concerto No. 2. The superb performance by the 
Busch Chamber Players on 68437/8-D of Columbia Set 249 
is the one to acquire, not the Ecole Normale Chamber Or- 
chestra performance on Victor 11930/1. 

Passacaglia. Ordinarily I would recommend listening only to the 
original work for organ, recorded by Weinrich in Musicraft 
Set 10, not to Stokowski’s orchestral version. But for study 
purposes the Stokowski version may be better, since the variety 
of orchestral coloring will help to make the contrapuntal tex- 
ture clear. Of the three performances he has recorded, the 
best— which is to say the simplest, the least inflated— is the 
earliest, included in Victor Set 59; if you cannot get that one 
take the one in Victor Set 401; but do not take the one in 
Columbia Set X-2 1 6, which is the latest, and poorly recorded. 

BEETHOVEN 

Sonata Opus 111. Only the excellent performance of Egon Petri 
in Columbia Set 263 is available. When Schnabel’s incompa- 
rable performance is issued by Victor that will be the one to 
acquire. 

Sonata Opus 109. Schnabel’s great performance has been re- 
corded by Victor, and will be issued eventually. 

Variations on a Waltz of Diabelli. Only Schnabel’s performance 
on H.M.V. records is available. 

Trio Opus 97. There is a good performance by Rubinstein, 
Heifetz and Feuermann in Victor Set 949; and I have given 
measurements for the great Cortot-Thibaud-Casals perform- 
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ance in Victor Set 92, which has been discontinued by Victor, 
but which is worth hunting for (it may also be available on 
imported H.M.V. records) . 

Piano Concerto No. 4. 1 recommend Schnabel’s performance in 
Victor Set 930, and advise against Gieseking’s in Columbia 
Set 411; and I have given measurements for Schnabel’s per- 
formance in Victor Set 156. 

Symphony No. 3 ( Eroica ). My first recommendation is Tosca- 
nini’s performance in Victor Set 765, despite the dry, hard re- 
corded sound; my second is Weingartner’s performance in 
Columbia Set 285, which also is poorly recorded. I advise 
against Walter’s performance in Columbia Set 449, which also 
is poorly recorded, and Koussevitzky’s in Victor Set 263. 

Symphony No. 5. My first recommendation is Toscanini’s per- 
formance in Victor Set 640, despite the hard, and occasionally 
harsh recorded sound; my second is Weingartner’s perform- 
ance in Columbia Set 254, which is well recorded. I advise 
against Walter’s in Columbia Set 498 and Stokowski’s in 
Columbia Set 451, both of which in addition are poorly re- 
corded; and against Koussevitzky’s in Victor Set 245. 

Symphony No. 6 ( Pastorale ). I recommend Toscanini’s per- 
formance in Victor Set 417, and warn against Mitropoulos’s 
explosive performance in Columbia Set 401. Victor Black 
Label Set G-20 offers a good performance by Walter clouded 
by reverberant recording. 

Symphony No. 9. Though poorly recorded, Weingartner’s per- 
formance in Columbia Set 227 is to be preferred to Stokowski’s 
in Victor Set 236. 

Quartet Opus 59 No. 3. Only the magnificent performance of 
the Budapest Quartet is available, badly recorded in Columbia 
Set 510. 

Quartet Opus 130. I recommend the performance of an earlier 
Budapest Quartet in Victor Set 157, and advise against the 
Busch Quartet performance in Columbia Set 474. 

Quartet Opus 132. My first recommendation is the London 
String Quartet performance in Columbia Set 193; my second 
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the Lener Quartet performance in Columbia Set 273. That is 
because the superb Budapest Quartet performance in Columbia 
Set 545 is badly recorded; but take it in preference to the 
Busch Quartet performance in Victor Set 490. 

BERLIOZ 

La Damnation de Faust: Danse des sylph es and Menuet des feux- 
follets. I recommend Beecham’s performance in Columbia Set 
X-94. Koussevitzky’s performance on Victor 14230/1 is not 
well recorded. 

Romeo et Juliette: La Reine Mab. I have given measurements of 
Toscanini’s performance, which Victor has in preparation. 

BRAHMS 

Variations on a Theme of Haydn. Both Toscanini’s performance 
in Victor Set 355 and Weingartner’s in Columbia Set X-125 
are very beautiful. I advise against Mitropoulos’s performance 
in Columbia Set X-225 because it is not clearly recorded. 

DEBUSSY 

Nuages. I recommend Inghelbrecht’s performance on P-693 1 5-D 
of Columbia Set 344, and advise against Stokowski’s tonally 
inflated and excessively impassioned performance on 158 14 of 
Victor Set 630. 

La Mer. Koussevitzky’s performance in Victor Set 643 is inade- 
quate, but is better than Rodzinski’s in Columbia Set 531. If 
Toscanini’s great performance ever is issued by Victor it will 
be the one to acquire. 

Iberia. A good performance by Reiner is in Columbia Set 491. 1 
warn against Barbirolli’s performance in Victor Set 460. 

HAYDN 

Symphony No. 104. Beecham’s performance in Columbia Set 
409 is very good; but Fischer’s performance in Victor Set 617 
achieves an even more effective realization of Haydn’s inten- 
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tions through its sensitive inflection, its balance of instrumental 
lines, its perfect matching and blending of colors and sonorities. 

Quartet Opus 54 No. 1. A superb performance by the Budapest 
Quartet is in Victor Set 869. 

Quartet Opus 74 No. 2. A fair performance by the Pro Arte 
Quartet is to be had in Victor Set 527, which contains two 
other great examples of the form — Opus 20 No. 4 and Opus 
77 No. 2. 


MOZART 

Symphony in G minor (K.550). I recommend Toscanini’s per- 
formance in Victor Set 631, despite the harshness and occa- 
sional blurring of the recorded sound. Beecham’s performance 
in Columbia Set 3 1 6 is good; but I advise against it because it is 
a performance of Mozart’s first version of the work, which 
omits clarinets. Koussevitzky’s performance in Victor Set 293 
is bad. 

Piano Concerto K.453. Only Fischer’s performance in Victor 
Set 481 — a little hurried, but otherwise good— is available. 

Piano Concerto K.467. Only Schnabel’s great performance in 
Victor Set 486 is available. 

Piano Concerto K.595. 1 recommend Schnabel’s performance in 
Victor Set 240, and strongly advise against Casadesus’s smooth 
rattling-off of the work, which is poorly recorded in Columbia 
Set 490. 

Piano Concerto K.466. I recommend Fischer’s performance in 
Victor Set 223, despite its coldness, in preference to the melt- 
ing style of Walter’s performance in Victor Set 420 and 
Iturbi’s in Victor Set 794. 

Piano Concerto K.482. Only Fischer’s performance — most of it 
excellent— is available in Victor Set 316. 

Piano Concerto K.488. Rubinstein’s excessively impassioned per- 
formance in Victor Set 147 reveals a better notion of what the 
music is about than Marguerite Long’s polished performance in 
Columbia Set 261. 

Piano Concerto K.491. I recommend Fischer’s powerful per- 
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formance in Victor Set 482, in preference to Casadesus’s per- 
formance in Columbia Set 356. 

Piano Concerto K.271. Only Gieseking’s superb performance 
in Columbia Set 29 1 is available. 

Violin Concerto K.219. Only Heifetz’s performance in Victor 
Set 254 is available— with unusual simplicity and distinction 
of style .in the first movement, and more normal distortion of 
phrase in the second. 

Quartet K.45 8 (Hunt) . I recommend the Budapest Quartet per- 
formance in Victor Set 763, and warn against the heavy- 
footed and badly recorded Roth Quartet performance in Co- 
lumbia Set 438. 

Q uin tet in G minor (K.5 1 6) . I recommend the Budapest Quartet 
performance in Columbia Set 526, despite the poor recorded 
sound, in preference to the mediocre Pro Arte Quartet per- 
formance, which is better recorded in Victor Set 190. 

Quintet K.5 1 5. Only the Pro Arte Quartet performance in Vic- 
tor Set 270 is available. 

Le Nozze de Figaro. The superb Glyndeboume Festival per- 
formance is in Victor Sets 313/4/5. 

Don Giovanni: Catalogue Aria. Sung by Baccaloni on Columbia 
71048-D. 


MUSSORGSKY 

Boris Godunov: I Have Attained the Highest Power and Ah, I 
Am Suffocating. Sung by Chaliapin on Victor 14517. 

SCHUBERT 

Sonata in B flat major. I have given the measurements for Schna- 
bel’s performance on H.M.V. records, which Victor was ex- 
pecting to issue. 

Symphony No. 9. 1 recommend Walter’s performance in Victor 
Set 602, and warn against Stock’s graceless and badly recorded 
performance in Columbia Set 403. 1 have given measurements 
for Boult’s performance in Victor Set 268. If Toscanini’s great 
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performance ever is issued by Victor it will be the one to ac- 
quire. 

Quintet Opus 163. The superb performance by the Budapest 
Quartet is so badly recorded in Columbia Set 497 that you may 
do better to take the mediocre Pro Arte Quartet performance 
in Victor Set 299. 

Gretchen am Spinnrade, Litrnei, Nacht und Trdume , Des 
Fischer’s Liehesgluck. These and other beautiful songs are 
exquisitely sung by Elisabeth Schumann in Victor Set 497. 

TCHAIKOVSKY 

Symphony No. 6 ( Pathetique ) . I prefer Ormandy’s more straight- 
forward treatment of the work in Victor Set 337; but Furt- 
wangler’s performance in Victor Set 553 is good, and is more 
richly recorded. Stokowski’s performance in Columbia Set 
432 is so bad and so badly recorded that I have not even given 
measurements for it. If Toscanini’s performance ever is issued 
by Victor it will be the one to acquire. 

VERDI 

Aida: O patria mia. Sung by Rethberg on Victor 8994 (also on 
7106). 

La Traviata: Ah! fors ’ e lui. Sung by Sayao on Columbia 71451- 
D. 

La Traviata: Prelude to Act 3. Toscanini’s marvelous perform- 
ance is on Victor 18080. 

WAGNER 

Die Meister singer: Prelude to Act 3. 1 recommend Walter’s per- 
formance in Columbia Set X-43; but except for a few details 
Reiner’s performance in Columbia Set X-2 1 8 is also good. 

Die Meistersinger: Quintet. Sung by Elisabeth Schumann, Mel- 
chior, Schorr, Parr and Williams on Victor 7682. 

Tristan und Isolde: Prelude to Act 3. Weingartner’s excellent 
performance is on Columbia 69805-D. 
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with understanding and enjoyment of 
literature but not of music, Mr. Haggin 
writes equally for the person who already 
has some understanding and enjoyment of 
music as well. He begins by pointing out 
that in Beethoven’s Sonata Opus 111, as 
in Shakespeare’s Hamlet, one is aware of 
being in contact with greatness of mind 
and spirit; that the greatness which is com- 
municated in the play through the use of 
one artistic medium is communicated in 
the sonata through the use of another; and 
that one must be susceptible to musical 
sound as a medium of artistic communica- 
tion, as one is to poetry. The susceptibility 
comes with hearing; to apprehend the 
great implications of Beethoven’s Opus 111 
one must listen to it; and this book is writ- 
ten as a guide to the listening which the 
reader must do to acquire insight into a 
number of great works and familiarity with 
the medium — a guide that takes him 
through works of Beethoven, Bach, Mozart, 
Schubert, and other composers, telling him 
what things there are to listen for. The 
reader also is told at what points on avail- 
able phonograph records of the works these 
things can be heard; and a handy ruler is 
provided for his convenience in locating 
them o n the records. 



